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Abstract
This doctoral research advances the fields of urban sound design and acoustic
planning, presenting new ways of exploring the interrelationship between individual and
collective sonic experience, the dynamic potential of the urban sound environment and
the complex evolution of the contemporary cityscape. It links urban sound art practices
with larger urban design processes, revealing how sound contributes to the production of
urban space. The research progresses by crafting a dynamic, integrative methodology that
activates contrasting sonic perspectives to critically reassess the role of sound in the
public realm. As it discloses this methodology, the research navigates the tension between
new modes of urban sound design guided by critical artistic practice and more
conventional strategies rooted in the paradigm of environmental noise. Efforts to address
urban sonic conditions through quantifiable metrics are contextualised within a wider
transition in which urban form is increasingly influenced by data capture, analysis and
governance. Within this transition, the critical potential of sound as an active component
of urban space is obscured by remedial strategies established to improve what are
construed as unfavourable conditions. This research analyses the relationship between
these remedial strategies, the emergence of the ISO soundscape standard and the concepts
of urban ambiances, urban atmospheres and acoustic territories. It postulates that these
centralising conceptual models can serve to limit as well as to advance the critical
potential of this field, pursuing instead a more tactical, performative and pluralistic
methodology. The articulation of this methodology is substantiated through the
exposition of three major public artworks developed by the author, including: Continuous
Drift (2015–), a permanent sound installation in a public urban square; The Manual for
Acoustic Planning and Urban Sound Design (2013–2020), an artist placement exploring
the role of the acoustic planner within a local authority; and The Office for Common
ii

Sound (2016–), a project space that fosters dialogue concerning sound within specific
regional and institutional contexts. These projects expand the role of artistic practice
within the context of urban design and spatial planning by activating the field of urban
sound design within diverse spatial, administrative and social contexts. These projects
extend established methodologies drawn from sound art, site-specific art and sound
installation practices with tactics inherited from public, participatory and socially
engaged art, demonstrating how artist-led strategies for urban sound design can advance
new forms of spatial production through collaboration with diverse urban actors.
Keywords
Urban sound design; Urban acoustic planning; Sound art; Urbanism; Urban
planning; Urban development; City planning; Spatial planning; Architecture; Built
environment; Alternative spatial practices; Artistic research; Sound studies;
Contemporary art; Site-specific art; Public art; Participatory art.
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Glossary
This glossary introduces key terms and concepts used within this dissertation. This
research draws from diverse fields of practice, thus several of these terms and concepts
carry contrasting meanings within different disciplinary contexts. This section clarifies
these terms and concepts at the outset and when relevant provides information about
where they are addressed within the structure of the dissertation.
Acoustic Planning: Acoustic planning refers to practices that integrate a
consideration of sound within the context of urban and spatial planning initiatives.
Acoustic planning is focused on strategies, protocols and gestures employed on the scale
of larger urban territories such as districts, neighbourhoods, transportation networks and
entire cities. Acoustic planning is rooted in the disciplines of environmental acoustics and
noise control engineering but can be informed by artistic strategies and critical spatial
practices.
Acoustic Territories: The concept of acoustic territories links the sonic
dynamics of specific places and events with considerations of those who produces them,
those who encounter them and how the relationship between source, sound and receiver
is related to issues of power, control, responsibility and jurisdiction. The concept of
acoustic territories is explored in Section 4.5.
Common Sound: The concept of common sound is introduced through my project
The Office for Common Sound (OCS). The definition of this term is left purposely
ambiguous within the context of this project, as it is used as a provocation to encourage
the projects’ participants to define it through their own interests and perspectives. This
concept is explored throughout Chapter 6.
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Critical Urbanism: Critical urbanism constitutes practices through which urban
research, design and planning are guided by an understanding of the city as a space in
which design decisions are actively linked to the production of social conditions.
Critical Spatial Practice: Critical spatial practice encompasses methodologies for
addressing urban and architectural design through forms that interrogate the conditions
of their production to introduce new forms – or new perspectives – of spatial experience.
Critical spatial practices draw from fields ranging from hybrid architectural praxis to
contemporary public art, from experimental writing to activism. Within this dissertation,
the term alternative spatial practice is occasionally used in place of critical spatial
practice to highlight modes of practice that enact different objectives and methodologies
than established approaches to architecture, urban design and spatial planning.
The Data City: The data city is a conception of the city as a spatial, social and
experiential system that is interconnected with and informed by infrastructures, processes
and services related to data acquisition, storage, processing and governance. Efforts to
mediate the city’s sound environment through metrics associated with environmental
noise are affiliated with the paradigm of the data city. Section 3.4 considers how the
concept of the data city provides a foundation through which to explore the entanglement
of data and urban space from a critical perspective.
Environmental Noise: Environmental noise is unwanted or harmful outdoor sound
created by human activities, as defined in The Environmental Noise Directive
(2002/49/EC). Although this dissertation considers noise as a subjective concept, it
maintains an understanding of environmental noise as a metric measured in decibels (dB)
that is positioned centrally within quantitative methodologies employed in noise control
engineering and acoustic planning. The subject of environmental noise is addressed in
Section 3.3.
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The Healthy City: The healthy city is a trope through which to consider the city
both in relation to the health and wellbeing of its citizens and simultaneously in relation
to its ability to support these conditions through the evolution of its physical and social
environment. Within this dissertation, this term is introduced as it is defined by the World
Health Organization (WHO). This concept is introduced in Section 3.2, which considers
the rhetoric of the healthy city in relation to current objectives and methodologies for
acoustic planning and urban sound design.
Integrative Sonic Urbanism: Integrative sonic urbanism is defined in Section 4.6
as a methodology for research and design exploring sound and the contemporary
cityscape that is defined by its plurality, its ability to retain difference as it encounters
diverse methodologies and objectives and its elucidation as a mode of critical urbanism.
Despite its critical intent, integrative sonic urbanism can be seen as inclusive of practices
affiliated with environmental noise engineering and remedial strategies for urban sound
design and acoustic planning.
Noise Control Engineering: Noise control engineering is a discipline that
addresses techniques for the mitigation and reduction of environmental noise within the
built environment and in relation to transportation infrastructures. Noise control
engineering is discussed in Chapter 3 and in Section 5.5.
Participatory Urbanism: Participatory urbanism comprises practices in which
citizens and communities work alongside local authorities and urban design professionals
to research and shape urban form on a range of scales. Participatory urbanism can evolve
through multiple modes that range from deterministic processes to more speculative, open
formats. A consideration of participatory urbanism is introduced in Section 6.3.
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Public Art: Public art constitutes a wide constellation of artistic practices focused
on the realisation of works – both temporary and permanent – that are staged or situated
in the public realm. Considerations of public art commissioning inform my artworks
Continuous Drift, The Manual for Acoustic Planning and Urban Sound Design (MAP),
and The Office for Common Sound (OCS) that are explored in Chapter 2, Chapter 5 and
Chapter 6 respectively.
Remedial Strategies: Remedial strategies encapsulate approaches to urban sound
design and acoustic planning that are premised on efforts to correct or to remedy urban
conditions which are construed to be negative or in need of improvement. This concept
is defined in Section 3.2.
Socially Engaged Art: Socially engaged art refers to practices in which artistic
production is explicitly oriented towards the potential of changing or influencing society
and that involve people or communities in the production of artworks. Section 5.6
considers socially engaged art in the context of urban sound design.
Sound Studies: Sound studies is a growing domain of enquiry focused on the
medium of sound, the act of listening, and the introduction of sonic perspectives within
other disciplines and subjects. This domain of research links considerations of sound
reproduction technologies with urban sonic practices as well as with considerations of
sound within the humanities. Sound studies integrate both theoretical and practical
considerations that represent sonic enquiry at its widest scale.
Soundscape: The concept of the soundscape is a perceptual construct that refers to
the subjective experience of sound in a specific spatial context. Within the context of this
dissertation, the term soundscape as well as affiliated terms (e.g., soundscaping) are only
used in relation to practices related specifically to research initiated through the World
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Soundscape Project (WSP) and recent efforts to evolve the International Standards
Organisation (ISO) soundscape standard. The origins of this concept and its
implementation in the context of the ISO standard are explored in Section 4.2.
Urban Ambiances: The concept of urban ambiances connects the embodied
multisensory experience of architectural and urban spaces with the physical qualities
through which these sensations emerge. The concept is closely linked to the concept of
urban atmospheres. Urban ambiances are explored in Section 4.3
Urban Atmospheres: The concept of urban atmospheres refers to a multi-sensory
perspective of urban space which unites dynamic urban conditions with their perception
and experience. The concept is closely linked to the concept of urban ambiances. Urban
atmospheres are explored in Section 4.4.
Urban Sonic Practice: Urban sonic practice represents a range of disciplines
focused on exploring sound in the city through different forms of research, design and
production. These practices include urban sound design, acoustic planning and urban
sound art alongside environmental acoustics and noise control engineering. Urban sonic
practice also involves forms of music, geography and cartography that consider sound
within urban space.
Urban Sound Art: Urban sound art refers to artistic practices that activate or
explore sound in urban space. Urban sound art can be considered as a subset of the
medium of sound art within the wider context of contemporary art. Artists working with
urban sound art operate through forms such as sound installation, performance and urban
intervention, but equally through different modes of participatory and socially engaged
practice. A discussion of urban sound art and how it is related to urban sound design
forms the foundation of Chapter 2.
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Urban Sound Design: Urban sound design includes research and practice in which
sound is taken into active consideration in the process of city-making. Strategies for urban
sound design might position considerations of sound in the foreground of a given project
context or alternatively might integrate a consideration of sound at a lower level alongside
other dimensions of architectural and urban design practice. Urban sound design is an
emergent and inclusive field that draws from diverse disciplines including but not limited
to urban sound art, architecture, urban design, spatial planning, environmental acoustics,
noise control engineering, urban sociology, urban geography and sound studies. Urban
sound design is inclusive of acoustic planning; however, the two terms are often used
together within the context of this dissertation to distinguish between urban sound design
as focused on a more concise urban scale, with acoustic planning focused on a broader,
macro perspective.
Urban Sound Installation: Urban sound installations are systems and
infrastructures used to produce sound that are integrated within urban spaces. Urban
sound installations often incorporate electronics, software-based sound generation
systems and loudspeakers. Alternatively, urban sound installations can incorporate
passive techniques involving structures that produce sound in response to weather or that
alter the perception of other sounds through physical, acoustic means. Urban sound
installations are discussed in Chapter 2 and Section 5.4; however, considerations of urban
sound installations are present throughout this dissertation.
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Chapter 1: Introduction
1.1

Background and Motivation
Over the past two decades, research and practice exploring the relationship between

sound and urban space has proliferated; however, meaningful considerations of sound
within the urban design and planning practices that shape the public realm remain slow
to take form. The task of defining new modes of practice that actively address the
interrelationship between the nuances of individual and collective sonic experience, the
dynamic potential of the urban sound environment and the complex evolution of the
contemporary cityscape has come to represent a long-term challenge for artists, architects,
urbanists, acousticians and noise control engineers who seek to advance this field.
Addressing this challenge has become a central concern within my research and artistic
practice over the past fifteen years as I progressed from the development of site-specific
urban sound installations to the articulation of more complex participatory artworks. This
dissertation discloses a significant phase of my research into this subject for anyone who
is interested in the role of sound in the city, and particularly for those who work to actively
address similar concerns within the context of their own professional and creative
practices.
The roots of this research extend back to 2011, when I submitted a proposal for a
public art commission with Dublin City Council (DCC) – the local authority in Dublin,
Ireland. The proposal outlined a project premised on a self-initiated artist placement in
which I would work within DCC, acting in the invented role of urban sound designer and
acoustic planner. The proposal was selected to be commissioned, and the public artwork
The Manual for Acoustic Planning and Urban Sound Design (MAP) commenced in 2013.
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The development of MAP between 2013 and 2020 was both challenging and
productive. Its adaptive structure allowed me to sidestep many of the hierarchies that
emerge when the role of artistic practice in processes related to sound and urban space is
relegated to the production of discrete artworks in the form of urban sound installations.
The project evolved as a complex sequence of events through which the potential of the
fields of urban sound design and acoustic planning – and the objectives, methodologies
and responsibilities that underpin these emergent disciplines – were negotiated and
renegotiated, defined and redefined, discarded and drafted again. Through this durational
discourse, new ideas concerning how these fields can be more closely integrated within
more established processes related to architecture, urban design, spatial planning and
urban development took form.
This research places MAP at the centre of an enquiry concerning how
transdisciplinary teams can develop critical and sustainable frameworks for integrating
considerations of sound within the design and development of the contemporary
cityscape. The research builds through a series of artistic projects, and thus asserts the
primacy of practice-led artistic research as the primary arena through which this subject
can be advanced. Through this pursuit, this research draws from methodologies
established within the domain of urban sound art, but also from tactics inherited through
other forms of contemporary artistic practice that explore new models of public,
participatory and socially engaged art.
The dissertation begins with a close analysis of the sound installation Continuous
Drift (2015–), a major artwork that emerged as one of the more tangible public outputs
of the MAP commission. This consideration of a large-scale public work sited within a
prominent urban square is positioned as the first step in an integrative process through
which the concepts, projects and practices that have shaped the field of urban sound
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design and acoustic planning over the past twenty years can be critically reassessed. This
integrative perspective is seen to sustain diverse perspectives and to support participatory
forms of practice in which a variety of urban actors – from local authorities to the general
public – contribute to the articulation of new ideas concerning the integration of sound
and sonic experience within urban and spatial research and production.
This research is rooted in my confidence in the potential of such collaborative
processes, as well as in my sustained interest in the unrealised potential of sound as a
crucial dimension of the city that must be reassessed in order to realise more adaptable
and heterogeneous forms of urban space. The research is thus motivated by a sense of
urgency concerning how urban sound design and acoustic planning can be more closely
integrated within critical spatial practices through which artistic perspectives are brought
to bear upon the more dominant disciplines of architecture, urban design and spatial
planning.
1.2

Aims, Objectives and Research Questions
The aim of this research is to advance the emergent fields of urban sound design

and acoustic planning through artist-led strategies that expand these modes of practice
not only through the development of sonic interventions integrated in the contemporary
cityscape, but also through participatory frameworks that interrogate how these fields
might be sustainably embedded within relevant professional contexts and activated
through the participation of diverse communities and publics.
To support this aim, the core objectives of the research are: (1) To re-evaluate the
role of artist-led urban sound installation practices within the emergent field of urban
sound design; (2) To discover tactics to progress critical modes of urban sonic practice
that extend alongside more conservative strategies for urban sound design; (3) To
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synthesize a pluralistic and integrative methodology to guide urban sound design
practitioners that is not anchored to a singular conceptual model; (4) To explore how this
methodology is manifest within a durational public artwork that is strategically integrated
in the working context of a local authority and to chart how such a project can catalyse
urban sound design practice on both a local and international scale; and (5) To explore
how this integrative methodology can be further enacted and expanded in the context of
specific locales working in cooperation with diverse communities of interest. These core
objectives parallel the structure of the five main chapters of this dissertation, which are
described in Section 1.4.
As it works towards these goals and objectives, this dissertation addresses four
research questions. First, how can artist-led strategies advance the emergent fields of
urban sound design and acoustic planning to more actively integrate these fields within
critical urban design and spatial planning initiatives? Second, what is the role of urban
sound art and urban sound installation practices in shaping contemporary approaches to
urban sound design? Third, what models of contemporary artistic practice outside the
domain of sound art might new approaches to urban sound design and acoustic planning
learn from to generate transdisciplinary traction through collaborative practice and
discourse? And finally, how can more critical forms of urban sound design and acoustic
planning be structured so that they complement and extend more conventional approaches
to addressing sound (and noise) in the context of urban space and the public realm, even
as they work to critique these more dominant methodologies?
1.3

The Role of Artistic Practice
This dissertation builds from a framework established through three public artworks

that I have extended and developed within the context of this research. As introduced in
the first section of this chapter, these projects include Continuous Drift (2015–), a
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permanent, interactive sound installation sited in a public urban square and The Manual
for Acoustic Planning and Urban Sound Design (2013–2020), an extended-duration artist
placement exploring the potential role of the acoustic planner within the administrative
realm of a local authority. The third artwork is The Office for Common Sound (2016–), a
nomadic project space that fosters community-led dialogue concerning the relationship
between sound and place within specific regional and institutional contexts. Both an
analysis of these projects and the projects themselves lead this research through different
perspectives, seeking to disclose not only their conceptual and formal dimensions but also
to demonstrate how they articulate transdisciplinary strategies that perform specific
strategic actions within the fields of urban sound design and acoustic planning.
Furthermore, this research explores how these projects enact frameworks for pedagogical
and collaborative engagement involving a range of publics.
This dissertation positions these three artworks – and their various outputs – within
critical discourse concerning the evolution of the fields of urban sound design and
acoustic planning and assembles a conceptual framework that advances new
methodologies for sustaining practice within this field. This research is driven by an
active need to advance this subject not only as a theoretical proposition but in support of
projects, design processes and policy developments that impact the development of our
cities, and in particular the public realm. Indeed, the methods developed within this
dissertation will be extended through Sound-Frameworks: Collaborative frameworks for
integrating sound within urban design and planning processes, a Marie SkłodowskaCurie Actions Individual Fellowship that I was awarded in 2021, which will explore how
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to integrate considerations of sonic experience within early stages of design processes in
public realm initiatives within both a European and a wider international context.1
1.4

Structure and Approach
This dissertation is structured in five main chapters bounded by an introduction and

a conclusion. As it progresses through these five main chapters, the dissertation
approaches the research questions defined in the previous section by working to actively
derive a pluralistic methodology to guide emergent urban sound design practices. This
methodology – which is evolved through the concept of integrative sonic urbanism – is
not a static proposition that is explicitly defined at the outset. Rather, it is a performative
concept that is crafted through encounters with diverse practices and theoretical concerns,
drawing both from my own work and the work of others. This section articulates the
progression of the five main chapters in this dissertation, and outlines how this
methodology is derived.
Chapter 2: From Urban Sound Installation to Urban Sound Design introduces the
field of urban sound art and outlines its relationship with the changing conditions of urban
space and aural experience in the 20th century. The chapter establishes urban sound design
as a discipline, outlining a working definition of this field of practice by extending and
recontextualising urban sound installation practices within the public realm. Through a
close consideration of my large-scale urban sound installation Continuous Drift, I
demonstrate the potential for artist-led initiatives to define and accelerate

Sound-Frameworks has received funding within the European Union’s Horizon 2020 research and
innovation programme under the Marie Skłodowska-Curie grant agreement No 101032632 and is the last
project to be activated within the MSCA IF ‘Society and Enterprise’ panel. Sound-Frameworks will be hosted
with Theatrum Mundi (UK) with academic partners The University of Oxford Faculty of Music (UK) and
The Sound Studies Lab at The University of Copenhagen (DK); industry partners Ove Arup and Partners
(UK) and UrbanIdentity (CH); and public sector partner Struer Kommune (DK).
1
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transdisciplinary approaches to urban sound design through active, collaborative projects
set within the public realm.
Chapter 3: Appraising Remedial Strategies for Urban Sound Design opens a
broader transdisciplinary enquiry to explore how urban sound design can integrate critical
methodologies from urban sound art within the wider domain of urban design and urban
planning. I introduce the concept of the healthy city to frame how the majority of concerns
related to the urban sound environment can be understood as remedial strategies, which
I define as efforts to remedy or to heal the city in response to what are perceived to be
negative or unhealthy conditions. Through this concept, the chapter positions the
dominant disciplines of noise control engineering and strategic noise mapping as
interfaces through which critical forms of practice can be actively incorporated within the
design of the contemporary city. I integrate examples from divergent disciplines to
discover how these elements can interrogate each other to derive an agile,
transdisciplinary approach to urban sound design. Through this process, I disclose the
means through which the city currently attends to sound in order to develop an
understanding of the dominant perspectives that critical sonic practices must address to
gain traction.
Chapter 4: Crafting A Pluralistic Approach to Urban Sound Design marks a
methodological transition in the dissertation, shifting from the previous chapter’s tactical
critique of remedial strategies for urban sound design to align with four prominent
conceptual models that support qualitative methods to account for the subjective
experience of sound in urban space. These four conceptual models include the soundscape
standard, urban ambiances, urban atmospheres and acoustic territories. I examine how
these models have been influenced by the fields of environmental acoustics and noise
legislation, sociology and urbanism, aesthetics and philosophy and contemporary sound
7

studies (respectively), and how they represent centralising concepts that inform the
evolution of the field of urban sound design. I posit that each of these models represents
a framing mechanism through which discrete attitudes, values and objectives concerning
the urban sound environment are structured, reinforced and applied within different
conceptual and applied design contexts. The chapter explores each model’s strengths and
limitations, highlighting both the generative role they play within the context of research
as well as the more tenuous position they occupy within applied design. Following this
analysis, I introduce the concept of integrative sonic urbanism by considering the
soundscape standard, urban ambiances, urban atmospheres and acoustic territories
through their intersection to establish a plural perspective that might support diverse
urban sound design projects. This new methodology contrasts efforts to assert the primacy
of individual conceptual models for understanding sound, space and urban experience,
seeking instead to position diverse concepts in dialogue with each other to develop a more
active – and a more applicable – critical perspective.
Chapter 5: Working Within a Local Authority (The Manual for Acoustic Planning
and Urban Sound Design) turns from the conceptual foundation established in the
previous three chapters to my public artwork The Manual for Acoustic Planning and
Urban Sound Design (MAP). The chapter works to explicitly demonstrate how the subject
of urban sound design can be developed through active engagement with the city. The
chapter describes how MAP approaches the city as a spatial domain in which a multitude
of communities and publics interface with a network of administrative dimensions that
are encapsulated by a local authority, in this case Dublin City Council (DCC). I articulate
how MAP acts as a framework to advance urban sound design and acoustic planning in
collaboration with DCC, drawing from the concepts developed in the previous three
chapters of this dissertation to substantiate the diverse processes and outputs that
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comprise the artwork. The chapter analyses these processes and outputs and asserts how
MAP exemplifies the concept of integrative sonic urbanism defined in the previous
chapter. By critically examining the implementation of MAP within DCC, the chapter
foregrounds the need to further develop artist-led research exploring urban sound design
and acoustic planning in partnership with local and regional authorities. The chapter
advances the ambition to develop new artistic forms by extending the urban sound design
practices, positioning these modalities of practice in dialogue with remedial strategies for
urban sound design. It provides opportunities through which to consider practical
applications of the discourse concerning the soundscape standard, urban ambiances,
urban atmospheres and acoustic territoriality. As such, the chapter maps a progressive
trajectory defining a new methodology for urban sound design as a form of critical spatial
practice.
Chapter 6: Staging Open Public Encounters (The Office for Common Sound) is
focused on my artwork The Office for Common Sound (OCS), a migratory, participatory
project framework that establishes spaces in which to develop conversations and
exchanges focused on the relationship between sound, place and personal experience. The
chapter reveals how OCS addresses several of the limitations of MAP by establishing an
open service through which conversations about sound and place are made accessible to
the public. The chapter considers the first two iterations of OCS in Bray, County Wicklow
set in a street-front retail unit (2016) and within the National College of Art and Design
set within the college’s gallery space in Dublin (2019). Through reflection on these two
iterations of the project, the chapter illustrates the pedagogical and collaborative potential
that arises through enabling individuals and small groups to explore the concept of
integrative sonic urbanism and to develop a sense of agency addressing sound and urban
space.
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Following the analysis of MAP and OCS presented in Chapters 5 and 6, Chapter 7
concludes the dissertation by reviewing its contributions to the emergent fields of urban
sound design and acoustic planning and illustrating future directions through which this
research and the modes of practice that it addresses can be extended.
1.5

Scope
This research pursues a transdisciplinary methodology that is centred on

contemporary artistic practice, but which integrates perspectives from sound studies,
architectural theory, urban design, spatial planning, environmental acoustics and noise
control engineering. The research builds significantly from examples of practice and
legislation drawn from a primarily European and North American context, with specific
attention granted to a series of artworks developed in the greater Dublin region in Ireland,
where I am based. However, as the research describes a pluralistic methodology for
working with sound in the urban context, its findings can be expanded and adapted for
application in other regional and cultural contexts.
As described in the previous sections, the temporal scope of this research and this
dissertation is linked to a series of public artworks developed within the context of my
own artistic practice. These three artworks are Continuous Drift (installed in 2015,
extended through two new rounds of contributions in 2016 and 2017 and currently still
active), The Manual for Acoustic Planning and Urban Sound Design (developed between
2013 and 2020) and The Office for Common Sound (presented in 2016 and 2019 and
currently dormant with the potential for future iterations). The body of artistic work
discussed in this dissertation thus commenced in 2013 and extended through 2021,
thereby overlapping with this research project between 2016 and 2021, notably through
the expansion of the interactive urban sound installation Continuous Drift, the final stages
of prototyping the urban sound installation Glass House, the later stages of The Manual
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for Acoustic Planning and Urban Sound Design and the second iteration of The Office
for Common Sound at The National College of Art and Design.
My practice has been focused on developing these long-term projects to support
opportunities to develop sustained work in this field, working with a range of partners
and gaining access to opportunities to develop significant projects situated in the public
realm. Through these projects, this dissertation and the enquiry that it advances are
directly tied to practices carried out in active public spaces, in partnership with local
authorities and other institutional partners, with the sustained participation of the public
and in cooperation with specific communities of interest. Although the dissertation draws
from examples of other practitioners’ work as well as from a variety of theoretical
influences, it is this intensive space of practice-led research that grants it traction. This
body of work informs the synthesis of perspectives encapsulated within this dissertation
and enables the overall contribution of this enquiry.
Beyond its links to my artistic practice, this dissertation is focused on the evolution
of the fields of urban sound design and acoustic planning within a specific timeframe
bounded by the publication of The Environmental Noise Directive (2002/49/EC)2 in 2002
and the present (2021), when this dissertation was completed. In this timeframe, the active
evolution of the International Standards Organisation (ISO) soundscape standard between
2014 and 2019 represents a significant development within the fields of practice in
question.3 To support this focus, the temporal scope of the dissertation extends further

The Environmental Noise Directive (2002/49/EC) is considered in detail in Section 3.3.
The evolution of the ISO soundscape standard (ISO 12913 Series on the Soundscape 2018) is
detailed in Section 4.2.
2
3
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back to include references to early urban sound art practices in the late 1960s and revelant
urban sonic practices throughout the 20th century.4
1.6

Project Documentation and Appendices
Alongside reference images integrated in the body of the text, this dissertation

contains six sections of additional images. These images foreground details related to the
urban sound installations Continuous Drift (2015–) and Glass House (2014–2017) in
Section 2.2 and Section 5.4 respectively. They demonstrate the significance of the icon
used to define The Manual for Acoustic Planning and Urban Sound Design (2013–2020)
in Section 5.5. They draw attention to the discursive contexts of the symposium Beyond
Noise and Silence: Listening for the City (2014) in Section 5.6 and the two iterations of
the public artwork The Office for Common Sound in Bray (2016) and at The National
College of Art and Design (2019) in Sections 6.5 and 6.6. The images included in these
sections provide a means of encountering the situated contexts of the projects being
discussed, without attempting to provide full access to these complex artworks.
These six image sections presented within the body of the dissertation are
complemented by three appendices which supplement this dissertation. These appendices
provide further images as well as supplemental documentation related to the artworks
Continuous Drift (Appendix A), The Manual for Acoustic Planning and Urban Sound
Design (Appendix B) and The Office for Common Sound (Appendix C). Appendix C also
provides links to two video files which document the sound installation Blessington
Sound Line and the video installation What Superimposes What? Both videos are

4 Historical considerations of urban sound art and urban sonic practice are considered throughout
Chapter 2.
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contextualised in relation to my artwork The Office for Common Sound. These are the
only time-based media files included with the dissertation.
Sound and video documentation of the installations Continuous Drift and Glass
House are not provided. These installations are embedded in the sites in which they were
produced and have never been officially documented via sound or video, at my request.
My practice has prioritised devoting available resources towards other aspects of project
development and production. Similarly, technical documentation of these installations
(e.g., software patches, system diagrams and hardware specifications) are not included in
this dissertation, as these technical details are not relevant to the enquiry that it presents.
The installations’ operation is detailed within the appropriate sections, with concise
technical details and specifications.
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Chapter 2: From Urban Sound Installation to
Urban Sound Design
2.1

Introduction
This chapter explores the role of urban sound installation practices in shaping the

discipline of urban sound design and acoustic planning. The chapter begins with a
consideration of the urban sound installation Continuous Drift (2015–) developed in
partnership with Dublin City Council, establishing this artwork as a dynamic platform for
exploring the role of sonic experience within an active public square located in central
Dublin. The chapter contextualises this installation by demonstrating how questions
concerning the subjectivity of noise, silence and listening in relation to urban space have
informed key sonic arts practices over the course of the 20th century. The chapter then
shifts focus to the artist Max Neuhaus’ iconic sound urban sound installations Drive In
Music (1967) and Times Square (1977), identifying the emergence of sound installation
as a vital medium through which to explore sound within diverse spatial and durational
contexts. Through an analysis of these two works, the chapter reveals how sound
installation practices can activate both their infrastructural and spatial contexts in order
to sustain new modes of spatial practice.
Turning to the work of practitioners including Björn Hellström, O+A (Bruce
Odland and Sam Auinger) and Jordan Lacey which more explicitly probes the
relationship between urban sound installation and urban sound design, I chart the progress
of research that has developed this form of practice within the first two decades of the
21st century. This demonstrates how urban sound design can be understood as a mode of
critical spatial practice. The chapter subsequently returns to my urban sound installation
Continuous Drift to appraise its identity as an artwork alongside its function as a form of
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urban sound design that enables the public to engage with issues regarding authority,
control and territoriality within the wider context of the urban district in which it is
installed.
2.2

Activating the Aural Dynamics of a Public Square: Continuous Drift
The urban sound installation Continuous Drift is an artwork that I created in a public

square in Dublin, Ireland. I developed the concept for this project within the structure of
the larger public art commission The Manual for Acoustic Planning and Urban Sound
Design and installed the work in 2015.5 The installation has remained operational ever
since, demarcating a semi-permanent sonic presence that has been experienced by a
significant public audience in Dublin.6 This section outlines the potential of urban sound
installations as a form of critical spatial production through an exploration of Continuous
Drift, advancing how such installations provide an infrastructure through which artists,
architects and urban designers can mediate the relationship between sound and urban
space.
Continuous Drift is sited in Meeting House Square, which is located in Temple Bar,
a purpose-built cultural district and one of the city’s most prominent tourist destinations
(Payne and Stafford 2004). The design of the square is characterised by an effort to
support programmable activities that link adjacent cultural spaces to the open territory at
its centre (see Figure 1).7 The square’s architecture integrates facilities for outdoor

My public art commission The Manual for Acoustic Planning and Urban Sound Design is discussed in detail
in the Chapter 5.
6 From its inception, Continuous Drift was not described as a ‘permanent’ public artwork as this could
have set in place substantial obstacles related to the planning permissions required for its implementation and
ongoing maintenance. However, it is my intent to work with Dublin City Council to ensure that the
installation remains in operation into the foreseeable future.
7 Meeting House Square was designed within the framework plan for the Temple Bar region designed
by Group 91 (a collective of six Dublin-based architectural practices including Grafton Architects, O’Donnell
and Tuomey, Shay Cleary Architects, Derek Tynan Architects, Paul Keogh Architects, McCullough Mulvin
Architects, Shane O’Toole with Michael Kelly, and McGarry Ní Eanaigh) and was completed in 1996.
5
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projection, a stage for theatre and music, infrastructure for weekend food markets and
passages that link adjacent cultural institutions and restaurant spaces.8 When these
features are not activated by an event, the square operates as a space of transition,
providing a means of passage and a space for rest between different side streets within
what is predominantly a pedestrian urban quarter.

Figure 1: Sven Anderson; Continuous Drift. Members of the public in Meeting
House Square while the installation is sounding within the space. Photo: Ros
Kavanagh. Image courtesy of Sven Anderson.

In 2012, four retractable rainscreens were installed in the square to provide shelter
for outdoor events during inclement weather.9 The mechanical system for opening and
closing the rainscreens was integrated alongside the other functions of Meeting House
Square. Along with the other control systems integrated in these new architectural
elements, each of the rainscreens was equipped with two loudspeakers located at the top
of the support column underneath the joints supporting the rainscreens’ canvas. These

Significant cultural institutions that border Meeting House Square include the Gallery of
Photography, The Ark (a cultural centre for children), the Irish Film Institute, The National Photographic
Archive and the main offices for the Dublin Fringe Festival.
9 These retractable rainscreens were designed by Sean Harrington Architects and were commissioned
by the Temple Bar Cultural Trust via an open competition. For more information visit:
http://www.sha.ie/portfolio/meeting-house-square-umbrellas/ (accessed September 4, 2021).
8
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speakers face directly downwards into a space in which passers-by often gather to sit on
a series of mobile benches.10 It is through these speakers that the sound produced by
Continuous Drift emerges within the square.
Continuous Drift complements the mixed functions that define Meeting House
Square between larger events by probing issues concerning control within this shared
space. It does not produce a steady or consistent sound that is tuned to mediate the square
in a specific way. Instead, it is controlled by the public via an interface accessed online
using a smartphone, laptop or any device with a web browser (see Figure 2 and Section
4 of Appendix A).11 Through this interface, members of the public can control a system
that contains different compositions, each of which was developed by a different artist or
musician that I invited to contribute to the piece.12 Members of the public can browse
short descriptions of these compositions and select which one they want to play within
the square. When they trigger a composition through this interface, it is played back from
the eight loudspeakers installed within the four rainscreens bordering the square. In this
way, the specific dynamics of the composition that they select come to temporarily define
the sound environment for everyone passing through the square to encounter together.
Continuous Drift reconfigures familiar modes of audio playback associated with

10 The loudspeakers were integrated in these umbrellas as part of the original project by Sean
Harrington Architects. Prior to the installation of Continuous Drift, they were wired as a single-channel system
and used only occasionally to provide background music for events.
11 The interface for the project is accessed at the website: http://www.continuousdrift.com (accessed
September 4, 2021). The option to implement the interface as a simple website instead of as a standalone app
was premised on a desire for the work to be as accessible as possible, and not to require specific downloads
or access to permissions on its audience’s phones.
12 I curated Continuous Drift through very careful consideration of how to integrate a distinct set of
perspectives that represented practitioners in Ireland and abroad, also balancing artists who work explicitly
with sound and artists for whom sound is not as central to their practice. I engaged in correspondence with
each invited artist to communicate the project’s objectives, and to discuss their potential contribution. The
artists and collectives who contributed work to Continuous Drift are listed in Appendix A, which provides
details associated with their contributions. Appendix A (Section 1) lists the original contributors featured in
Continuous Drift, while Appendix A (Sections 2 and 3) detail additional works that I curated within An
Introduction to Work and Energy (2016) and Balance (2017), respectively. The development of these additional
rounds of work were supported by an Arts Council Curatorial Bursary Award and by Dublin City Council,
each marking a chance to evolve the project’s curatorial dimension through more focused themes.
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jukeboxes in bars and Bluetooth speaker systems in domestic settings by mapping a
familiar mode of interaction into the context of a public space, where this level of control
is unfamiliar. The open gesture established through the artwork is refined by focusing the
artwork through a carefully and intentionally curated set of compositions that are
available to activate in the square.13 Given its complex and ephemeral form, the artwork’s
presence is mediated by public signage that presents the project’s logo and instructions
that invite the public to activate it.14
The parameters that control Continuous Drift were designed to grant the artwork
the ability to evolve as an open, participatory form. While a given composition is active
within the square, the system remains open to interruption by other people.15 While one
person is halfway through listening to a two-hour piece that they triggered in the square,
anyone else can take control of the installation by triggering the system to stop what is
playing, to change its volume or to begin playing back another composition. Instead of
protecting active sonic gestures from such interruption or providing a facility for sounds
to be layered with each other, Continuous Drift provokes a complex listening space in

The impulse to explore this form of environmental control within a public space was directly
inspired by the ambitions of the Situationist architect Constant Nieuwenhuys as developed through the
architectural and urban project New Babylon (1959 – 1974). In an exhibition catalogue written in 1974,
Constant presents a concept for public environmental control as follows: “Each sector [Of New Babylon]
will be provided with the latest equipment, accessible to everyone, whose use, we should note, is never strictly
functional. In New Babylon air conditioning does not only serve to recreate, as in utilitarian society, an ‘ideal’
climate, but to vary ambiance to the greatest possible degree. […] In New Babylon, each person can at any
moment, in any place, alter the ambiance by adjusting the sound volume, the brightness of the light, the
olfactive ambiance or the temperature. Should a small group enter a space, then the ordering of that space
can become something else” (Constant 1974). This quotation, and the relationship between Continuous Drift
and Constant’s New Babylon, are referenced within Continuous Drift’s online interface, public signage and
printed publicity.
14 The public signage for Continuous Drift was developed in collaboration with design house Distinctive
Repetition. The visual identity of the project is an important element supporting its otherwise immaterial and
invisible presence in the visually complex setting of Meeting House Square.
15 The system for Continuous Drift is comprised of hardware and software components that enable
interaction between users’ devices, a remote website that acts as an interface to the project and a local
computer installed in the square which plays back the pre-recorded works that have been curated within the
piece. The software on the remote server is designed in PHP, while the sound playback software on the local
computer is programmed in Pure Data and VVVV. The installation also includes standard audio hardware
including amplifiers and limiters.
13
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which various forms of collaboration and friction emerge as different compositions start
and stop, and in which people with different expectations come to interact with each other
over time through sound and through listening. This allows the artwork to transform in
relation to the different uses of the square. For example, those who work in adjacent
offices in the buildings bordering the square can stop compositions that are playing if they
are being disturbed by the sounds that they hear. Others who are familiar with the
installation often trigger compositions as they pass through the space even if they do not
remain to listen. Over time, all of these actions contribute to the artwork’s identity and
composition.16

Figure 2: Sven Anderson; Continuous Drift; Activating the artist Sarah Pierce’s
work Birdcalls via mobile phone in Meeting House Square. Photo: Ros
Kavanagh. Image courtesy of Sven Anderson.

Continuous Drift fuses a variety of forms that are rarely drawn into such direct
dependencies. It links a distributed network of personal mobile devices, a public urban

In order to one day review how the project is used, Continuous Drift archives every interaction with
its system within a database that is accessible via secure administrative controls for the project. These logs
provide information concerning how often different pieces are played, what times of day (and what times of
year) the installation is most active as well as whether certain pieces are likely to be turned off, turned down
or turned up. The data collected is anonymous and related only to the system itself – the artwork does not
collect information relating to those who interact with it or the devices that they are using.
16
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space and the sound environment that is produced in and around this territory. As an
architectural intervention it responds to the acoustic, physical, architectural and social
characteristics of its site. As a curatorial framework it defines a space in which to present
a variety of works authored by a diverse range of practitioners within a single urban
location. Continuous Drift can be understood through either of these perspectives in
isolation, or as an artwork that is defined through their intersection.

Figure 3: Sven Anderson; Continuous Drift; Blue public signage element in
Meeting House Square. Photo: Ros Kavanagh. Image courtesy of Sven
Anderson.

After Continuous Drift was launched in 2015, people passing through Meeting
House Square took ownership over the experience of mediating the sound environment
in the square by engaging with the installation (see Figure 3). At once similar to sounding
a boombox in a park or using a Bluetooth speaker to amplify music from a mobile phone
on a bus, Continuous Drift establishes sonic control on a different scale that is established
and integrated within both the spatial and the infrastructural dimensions of the public
space itself. As it remains permanently intact within the square, the installation provides
a common structure; it is not owned by any one person or group of people who have
priority in establishing control over it. This close coupling of the installation with the
20

square is further strengthened by the position of the speakers several meters overhead and
by the reflective acoustics of the space, where there is virtually nothing to absorb or
diffuse the sound produced by the artwork. The sound seems to come from the square
itself.
Continuous Drift produces a dynamic space through a presence that is consistent in
its potential, but inconsistent in terms of the sonic relationships that it sets in place.17
Given their tonal characteristics and dynamics, certain compositions within Continuous
Drift completely occupy the acoustic space of the square, while others become more
subtly layered with other sounds that encroach from adjacent streets and louder activities
in the square itself. Field recordings from other locations merge with the sounds taking
place in the square, beckoning listeners to move through the space to explore the
dynamics of these intersections. More punctual rhythmic and electronic sounds develop
more intensive states of listening, in which those in the square more actively reconcile
with notions of noise and quietude in relation to their expectations of the square as a space
of temporary respite within Temple Bar. Musical sounds build further tensions and
dynamics, as they resonate in the space and explore both dissonance and harmony. Vocal
cues within many of the works draw further attention, as they conjure a disembodied
authority that provokes the space through ambiguous narratives and cues. Each work
achieves its own spatial remit – often exploring the quadraphonic space of the square with
subtly shifting and panning structures that tilt and rotate within the space, while other
works employ certain degrees of indeterminacy in how they are played back, allowing
for slight modulations in the compositions’ character every time they are played back.

17 The

means by which Continuous Drift establishes a framework for multiple sonic perspectives –
created by different artists – within the same public space draws from other initiatives that pursue similar
methodologies. A significant example of this type of framework is Tonspur, which has staged consecutive
multi-channel sound commissions within fixed outdoor installation system in Berlin and Vienna since 2003.
For more information see: http://www.tonspur.at (accessed October 7, 2021).
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Considered as a series, the works are diverse; however, the variability of the listening
experience that they conjure becomes itself a consistent dynamic of the square. The
individual contributors and contributions within Continuous Drift are listed in Appendix
A (Sections 1 – 3).
Even when it lies dormant, Continuous Drift is still at work. The installation
presents an embedded element that is both physically and technologically coupled with
this reconfigurable public space (as illustrated in Figures 4–8 at the end of this section).
By inviting the public to negotiate with its presence, it enables them to reassess the role
of sound in determining a sense of place, accomplishing this both through the sound that
the installation produces as well as through the discussions that it provokes as different
people activate and deactivate it within the square. Over the years that it has been active,
Continuous Drift has become integrated with the other rituals of the sound environment
present in this locale, prompting exchanges between friends and strangers as they work
together to decipher the potential of these sonic traces and what they signify.
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Figure 4: An aerial view of the passage approaching Continuous Drift from the main pedestrian
street in Temple Bar. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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Figure 5: A view of Meeting House Square showing the four rainscreens in which the eight
loudspeakers for Continuous Drift are integrated. Photo: Ros Kavanagh. Image courtesy of Sven
Anderson.
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Figure 6: A member of a passing tour group reading the public signage for Continuous Drift in
Meeting House Square. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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Figure 7: People resting on the benches in Meeting House Square while Continuous Drift is
activated within the space. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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Figure 8: The top of the rainscreens protruding over the rooftops in Meeting House Square,
demonstrating the wider urban and architectural context within which Continuous Drift is
integrated. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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2.3

Tracing the Origins of Urban Sound Art
The active relationship between sound and urban experience that is exemplified

through Continuous Drift is informed by a range of factors concerning the evolution of
the contemporary cityscape and the experience of urban space (Bijsterveld 2013). This
section develops connections between the emergent field of sound art and changing urban
conditions and experiences that define the city. These considerations highlight the
relevance of the concepts of noise and silence and the role of active listening as they
inform methodologies for interrelated spatial practices that address the complex
connections between sound and space within the context of urban planning and the
contemporary city.
The relationship between urban space, sound and noise came to the foreground of
everyday urban experience following the industrial revolution and the subsequent
transformation of urban transportation infrastructure (Thompson 2002, 149; Bijsterveld
2008, 53). As cities became increasingly typified by regions of mixed use and greater
density, the juxtaposition of transportation infrastructure in close proximity with
residential areas came to define the primary circumstance through which issues relating
to sound are addressed within the domain of urban planning (Kreutzfeldt 2011).
Developing strategies and techniques to balance different uses of space – particularly
related to transportation and mobility – with liveable conditions for those who inhabit
these spaces became one of the central concerns of the field of contemporary
environmental acoustics (Kang 2007; Kang and Schulte-Fortkamp 2016). These issues
related to sound, space, and the planning of urban infrastructure – along with the fields
of design and engineering that address them – suggest the need for a set of interrelated
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spatial practices premised on the development of methodologies through which these
issues can be addressed.
There are a variety of reasons concerning why the articulation of methodologies to
address sound in the context of the contemporary cityscape are complex. Circumstances
in which different activities produce dynamic acoustic traces within the same territory
result in experiences in which sounds are perceived as interfering – and often conflicting
– with each other. These circumstances extend from more expansive spatial
considerations to the immediate lived experience of public urban space. This shared space
involves (and is formed by) a diverse range of participants whose uses of space produce
different sounds (LaBelle 2010; Di Croce 2017). The heterogeneous sound environment
that arises through the layering of these sounds can be considered on a range of scales as
they relate to the listener, the architectural environment, and the wider spatial context of
the city (Maag, Bosshard and Anderson 2019). Understanding the interplay between these
different scales highlights the significance of the frame of reference through which the
sound environment is considered.
Since the early 20th century, the changing aural relationships inspired by the
evolution of the urban sound environment have been closely tied to technologies for
recording and distributing of sound through different media and in a variety of spatial
contexts, both public and private (Bijsterveld 2008, 160). The presence of distributed
speaker systems, public announcement systems, and mobile sound sources contributes
significantly to the formation of what is considered as constituting the urban sound
environment. The subsequent evolution of these technologies is intrinsically linked to the
transformation of the design disciplines that seek to mediate the experience of listening
in different indoor and outdoor spatial contexts for the past century (K. Lacey 2013).
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The magnitude of these transformations in the sonic environment is vast. Historian
Emily Thompson (2002) considers these transformations in the context of the United
States, emphasising that “by 1933, both the nature of sound and the culture of listening
were unlike anything that had come before” and that “sounds themselves were
increasingly the result of technological mediation” (2). Thompson ties these
transformations to the development of the field of architectural acoustics:
Scientists and engineers discovered ways to manipulate traditional materials of
architectural construction in order to control the behaviour of sound in space. New
kinds of materials specifically designed to control sound were developed and were
soon followed by new electroacoustic devices that effected even greater results by
converting sounds into electrical signals. Some of the sounds that resulted from
these mediations were objects of scientific scrutiny; others were the unintended
consequences – the noises – of an ever-more mechanized society; others, like
musical concerts, radio broadcasts, and motion picture soundtracks, were
commodities consumed by an acoustically ravenous public. (2)

Thompson’s definition of noise in the context of urban space, as “the unintended
consequences of an ever-more mechanized society” foregrounds the significance of new
auditory forms that propagated both through various electronic media as well as the
expanding infrastructures through which these media were produced, distributed, and
deployed within the contemporary cityscape (Thompson 2002, 2). This entanglement of
media, systems of distribution and sites of spatial propagation indicates that the
conditions and experiences that comprise the urban sound environment must be
considered as inclusive of these technologies and infrastructures, as highlighter earlier in
this section through the discussion of contemporary sound installations such as
Continuous Drift. Such installations provide a means of drawing these diverse elements
into a concise form that can be apprehended by the city’s public, both as a means of
exploiting the fusion of these elements as a means of developing novel sonic experiences,
30

but also as a means of drawing attention to the relationships between these elements that
are often perceived as more peripheral elements of urban form.

Figure 9: Luigi Russolo; Intonarumori; Experimental instruments; 1913 – 1921.
Source: http://www.medienkunstnetz.de/works/intonarumori/ (accessed
October 9, 2021).

Thompson’s observations concerning noise and the development of new
technologies for sonic mediation in the first half of the 20th century provide one
perspective concerning changes in the urban sound environment and the range of
unwanted or unintentional sounds that began to be classified as noise. Another
perspective emerged as an explicit focus of several projects initiated by the Italian
Futurists. In 1913 the artist Luigi Russolo published the manifesto The Art of Noise, which
celebrated the urban and societal transformation that was taking place through the
introduction of the sounds of factories, industrial machinery and expanding transportation
networks. The instincts of the manifesto are further developed through the artist’s efforts
to experiment with the organisation of these forms of sound through intonarumori,
mechanical instruments that could be operated by an orchestra of performers to mimic
the sound of the machines and of the city within the context of the concert hall, inciting
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audiences through passages of roaring sound that exceeded conventional perspectives
concerning what constitutes music (see Figure 9).18
The Art of Noise and much of the Futurist’s rhetoric glorified violence and war as
inherently tied to the modern condition,19 while simultaneously rejecting democratic
ideals and explicitly aligning themselves with nationalist and fascist ideologies (Bowler
1991). Despite being rooted in this rhetoric, the efforts of the Futurists on initiating a
departure from conventional modes of listening are often cited as foreshadowing artistic
experiments that interrogate the boundaries between sound, noise, and music that
progressed over the course of the 20th century. The Art of Noise sets in place an opposition
between noise against music and silence and asserts that these terms are more than passive
references to different forms of experience. The manifesto states that “in antiquity, life
was nothing but silence”, that “noise was really not born before the 19th century, with the
advent of machinery”, and that “today noise reigns supreme over human sensibility”
(Russolo 1967, 4). The pamphlet cites the visceral impact of urban sonic experience as
well as new forms of contemporary music, which are positioned as an antidote to
dominant listening cultures:
First of all, musical art looked for the soft and limpid purity of sound. Then it
amalgamated different sounds, intent upon caressing the ear with suave harmonies.
Nowadays musical art aims at the shrillest, strangest and most dissonant amalgams
of sound. Thus we are approaching noise-sound. This revolution of music is
paralleled by the increasing proliferation of machinery sharing in human labor. In
the pounding atmosphere of great cities as well as in the formerly silent countryside,

The significance of intonarumori in relation to developments in contemporary experimental music
and listening cultures is further expanded in Kim Cascone’s article The Aesthetics of Failure “Post-digital” tendencies
in contemporary computer music (2000).
19 Experiments that explored the sounds of war and industrialization during this time period were not
isolated to the Futurists, indeed they form the focus of Russian composer Arseny Avraamov’s Symphony of
Siren Sounds (1922) as considered by Andrey Smirnov (2013, 149).
18
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machines create today such a large number of varied noises that pure sound, with
its littleness and its monotony, now fails to arouse any emotion. (5)

Through the identification of noise as a positive quality linked to the absolute
qualities of the city (and of machinery), embracing any discomfort that these experiences
imply, The Art of Noise foregrounds the subjective nature of listening and sonic
apprehension. The process through which sound is classified as noise is premised on a
choice through which this classification takes place, and subsequently through an
evaluation of whether noise is perceived as a positive or a negative quality within a given
situation.20 By calling attention to this choice and how it relates to the experience of the
assemblage of sonic phenomena that came to identify the modern cityscape, this
provocation anticipated debates concerning noise monitoring, noise control, and noise
abatement, which arise through legislation related to the subjective identification,
classification and treatment of sound as noise.21
Discussions of noise often dominate discourse concerning the urban sound
environment; however, considerations of silence are equally relevant. The value of
silence as a component of domestic tranquillity and as an architectural and acoustic
quality that accompanies a degree of isolation from the sound of other urban activities
informs the design and the experience of the city, particularly in relation to divisions
between public and private space. The nature of silence – as a concept that can be
positioned either as an absolute or as a relatively-defined quality – has informed a range
of sonic arts and experimental music practices in the 20th century. Silence as both concept
and experience became an active tool for provoking discussions about sound, music and

Contrasting explorations of the concept of noise in relation to noise music and critical theory can be
found in Paul Hegarty’s studies Noise Music: A History (2007) and Annihilating Noise (2020).
21 Debates concerning the divergent methodologies presented through noise mitigation and alternative
approaches to urban sound design are discussed in Chapter 3.
20
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noise within the work of the composer and artist John Cage, most famously within the
work 4’33” (1952).22 Within this work, an audience reconciles with the aural conditions
that arise in the absence of the anticipated sound of an instrumental performance as an
experiential transition between the expectation of silence and the discovery of a vast array
of minute sounds that occupy the performance space. The result is both a destabilisation
of preconceived notions of silence as well as a suggestion of a more inclusive definition
of the forms of sound that might be welcomed within the context of music and the concert
hall, as sounds that are traditionally suppressed are allowed to rise into the foreground of
perception. This work illustrates a form of active listening, in which the audience is
encouraged to engage with sound, instead of to simply apprehend sound.
Compositions and artworks such as Cage’s 4’33” established the active role of
listening as a means through which to activate space, indicative of a tendency in
contemporary art to incorporate participatory methodologies and experiments as core
components of an artwork. Alvin Lucier’s performance I Am Sitting in A Room (1969)
further advances this tendency, by questioning the characteristics of the spatial,
architectural and acoustic context of sonic production. The piece incorporates a tape
recorder, microphone, and loudspeaker to record and then play back the artist performing
a monologue into a space, where it is repeatedly rerecorded and replayed via the same
apparatus. This framework results in a feedback loop in which each iteration of the
monologue is increasingly affected by the acoustics of the room, eventually reaching a
point where individual words merge into an almost steady tonal drone, revealing the
resonant characteristics of the system formed by the space and the recording apparatus.

Cage’s composition 4’33” – premiered by David Tudor in Woodstock, New York on August 29 th,
1952 – was defined through a textual score that instructs the performer (or performers) to sit or stand before
the audience with their instrument, in ‘silence’, for the duration of three movements, the total duration of
which is four minutes and thirty-three seconds.
22
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The prolonged transition in which the artist’s voice gives way to the architectural
acoustics of the room serves as an early example of an artistic methodology premised on
experimenting with sound’s potential in order to implicate and even to reinvent the spaces
that sound occupies through its production, distribution and reception.
Works such as Cage’s 4’33” and Lucier’s I Am Sitting in A Room focus attention
on the act of listening itself. Within these works, listening is elaborated as an experimental
framework within which to consider the interplay between sound and space, initiating a
phenomenological enquiry that extends through the active expectations of audiences and
listeners. The listening experiences instantiated within these artworks fermented in a
culture that possessed increased access to other forms of experimentation with new
technologies for recording, processing and diffusing sound. These forms of
experimentation came into focus in the middle of the 20th century; for example, in France
in the late 1940s and early 1950s via efforts led by composer Pierre Schaeffer. Schaeffer
worked with montages of raw sonic material to develop musique concrète. Originally
operating through the medium of vinyl records – exploring the mechanical and textural
possibilities presented by this medium by manipulating the records’ speed and creating
continuously looping passages of sound – musique concrète expanded an understanding
of everyday sounds and acoustic spaces that had previously lay outside the framework of
music, contributing to an expansion of different modes of listening.23
Schaeffer’s research concerning listening evolved via a consideration of
acousmatic sound, a term “referring to a sound that one hears without seeing the causes

Schaeffer founded the Groupe de Recherche de Musique Concrète with fellow composer Pierre Henri in
1948. This group initially developed their research within a studio provided by the Radiodiffusion-Télévision
Française, eventually adopting the use of magnetic tape and reel-to-reel tape recorders in order to realise
more complex sonic transformations that expanded on the technical possibilities of the earlier work with
vinyl records.
23
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behind it” (Schaeffer 2012, 91) and the role of the sound object as a discrete sonic unit.
By operating free of a concern for acoustic causality, Schaeffer identified a related mode
of acousmatic listening as focused on the act of sonic perception itself, isolating the
physiological experience of sound from a consideration of the relationship between
sounds’ sources and the acoustic phenomena that they produce. As his research extended
beyond the context of music into a more diverse aural arena, Schaeffer proposed four
modes of listening – Listening (Écouter), Perceiving (Ouïr), Hearing (Entendre) and
Comprehending (Comprendre) – which could be arranged in a quadrant labelled with the
terms abstract and concrete on the horizontal axis, and objective and subjective on the
vertical access in order to create a matrix through which they can be explored (see Figure
10).

Figure 10: Michel Chion; Reproduction of Pierre Schaeffer’s Table of Listening
Functions (Chion 2009, 21).

Schaeffer notes the interdependency of these different modes of listening and
proposes that they are interconnected with each other so as to form not a rigid model, but
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a varied understanding that can be mapped onto a range of contexts involving sound and
space. He states that “No specialist can in fact dispense with ‘going round’ the whole
cycle of quadrants several times, because no-one can escape from his own subjectivity
when dealing with a supposedly [abstract] objective meaning or [concrete] event, or from
the [abstract] logical deciphering of a [concrete] event inexplicable in itself, and hence
from the uncertainties and the progressive learning process of perception” (Schaeffer
quoted in Chion 2009, 22). This idea of ‘going round’ the quadrant demonstrates an
underlying ambition to develop a clear syntax that can be applied in a variety of situations
to describe sound as it manifests within musical compositions, within the experiential
space defined by a sonic artwork or within more everyday listening scenarios (for
example, listening to the city).
Considering the impact of these well-known works by Russolo, Cage and Schaeffer
within the context of contemporary urban sound art and urban sound design clarifies the
significance of the themes of noise, silence and critical listening, establishing these artistled enquiries as fundamental roots of this mode of practice. However, linking these
concepts marks only a first step in establishing an enquiry into the significance of
listening as a component of urban space. Indeed, more recent practical and theoretical
perspectives on the role of active listening as it relates to different social, cultural and
spatial contexts have expanded quickly over the past decade. Christoph Cox (2018)
readdresses listening in the context of music and sound art by challenging the polarising
distinction between sound arranged in space and sound arranged in time, drawing on
philosopher Henri Bergson’s understanding of duration as “time as a qualitative process,
a flow in which past, present, and future permeate one another to form a genuine
continuum” (141). Brandon LaBelle (2010) displaces more benign concepts of silence
through a consideration of the active role of silencing in the context of urban (and
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suburban) space, proposing “that silencing comes to perform a sort of domesticating
arrest onto the dynamics of the social, and the subsequent movements, expressions, and
idiosyncrasies at the heart of being among others: to tame, to relegate” and that “while
noise rises up as an index of movements and bodies, as a register of unlicensed behavior,
silencing may form an index for the limits of particular social climates” (47). Gascia
Ouzounian (2008) extends a consideration of sound, space and artistic practice through a
focus on artworks that prioritise embodied listening, which “challenge well-worn models
of listening and reception, and develop within critical frameworks that favour the
particular and experiential over the universal and disembodied” to integrate perspectives
that “directly engage with radical and oppositional traditions like feminist and postcolonial critique, positing and enacting multiple modes of social, cultural, and political
resistance” (204). In the workbook Five Protocols for Organised Listening, the sound
collective Ultra-red (2013) asserts that “there exists a counter-discourse of improvised
listening linked to collective practice ... [that] ... invokes the histories of the struggles for
freedom” and which “already involve their own practices wherein listening enacts
solidarity and dialogue” (2). Salomé Voegelin (2010) further substantiates the active role
of the listener by disclosing how “the aesthetic materiality of sound insists on complicity
and intersubjectivity and challenges not only the reality of the material object itself, but
also the position of the subject involved in its generative production” (36).
The perspectives developed through Cox, LaBelle, Ouzounian, Ultra-red and
Voegelin assert a sense of possibility and tension that exists between listeners and the
urban sound environment, outlining a mode of spatial agency that pushes beyond the
possibility of merely hearing or enduring the urban sound environment as a form of
passive experience. Identifying these seemingly divergent potentials of listening
demonstrates a pathway for inquiry into sound, space, and listening perception that
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operates by highlighting the cues and parameters that produce the subjective experience
of sound in different scenarios. Through a closer understanding of these cues – and how
they can be affected by different modes of design – artists, architects, and urban designers
can begin to identify methods through which to implement spatially situated sonic
strategies in order to achieve various functional and aesthetic effects. The enquiries that
inform these perspectives are central within both my practice and within this research.
2.4

Contextualising Urban Sound Installation Practices
Building on this discussion of noise, silence and the subjective nature of listening,

this section considers how these subjects have influenced the evolution of the medium of
sound art and the development of urban sound installations.
In the late 1960s and early 1970s, artists working with sound began to develop
experiments that explored the relationship between sound and space. As these practices
propagated and came to be identified as the medium of sound art, they drew from both
contemporary musical theory and contemporary visual arts practice to define new
methods of exploring how to situate sound in space. As these practices evolved, the
distinction between sound art and experimental music was frequently characterised by
the former being concerned primarily with situating sound in space, where the latter has
traditionally been concerned with organising sound in time (Ouzounian 2008, 33).24
There are many cultural factors that contributed to the evolution of sound art as a
medium; however, it is not accidental that these modes of practice came to be formalised
alongside other movements within contemporary visual arts practices (Kahn 1999). The

The medium of sound art has expanded to include a variety of forms that explore both time and
space, and that integrate various paradigms from contemporary and popular music; however, this focus on
sound and space serves as a useful paradigm through which to consider how sound art drew from other
forms that evolved in the visual arts over within the timeframe of the late 1960s and through the 1970s.
24
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concerns of minimalism, land art, installation art and conceptual art, in which artists
pioneered new forms that moved outside of the production of objects, and towards
considerations that integrated an awareness of space, context, site and experience
activated a field of interest that paralleled the concerns of artists working with sound
(LaBelle 2006). These modes of practice – as well as many of the new forms that they
engendered – provided a backdrop to the evolving field of sound art, in which artists
began to explore the relationship between sound sources, their spatial arrangement (or
spatialisation), their balance amongst other sounds that exist around them and their active
engagement with the architectural and acoustic conditions within which they are
presented.
As these new sonic forms expanded to explore conditions that exceeded the
traditional functions and possibilities offered within conventional exhibition spaces in
galleries and museums, sound artists began to install their work in both temporary and
permanent installations located in public spaces within the city. The sound installation –
and the urban sound installation – emerged as predominant forms through which to
explore the dynamics of space through sound with particular emphasis on the unique
characteristics of specific sites (LaBelle 2004, 2006). The definition of the term sound
installation evolved through a host of artistic practices, and is thus subject to some
debate.25 The artist Robin Minard (1996) refers to the complexity of the term sound
installation, stating that it “has been used to describe a wide variety of interdisciplinary
art making”, and has to a certain extent “been adopted with reference to any number of
works which in some way integrate the element of sound - generally in a nonconventional manner - and which may otherwise be hard to categorise” (72). Minard

25 Indeed, the term sound installation first surfaced through the practice of the artist Max Neuhaus,
whose work is considered in Sections 2.5 and 2.6.
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seeks to progress beyond this lack of clarity by drawing attention to the definition of the
more general category of installation art as focused not on singular art objects but on the
interrelationships between objects, environment and viewers. He thus articulates a
definition of sound installation as follows:
In sound installation we find this particular quality of relationships expressed firstly
between the audio, visual and/or architectural elements of the work and secondly
between the sound and the space for which the work is conceived as well as between
the sound, the space and the observer. (72)

As Minard’s definition suggests, sound installations largely developed as
frameworks through which artists sounded out specific architectural and acoustic
conditions through the introduction of novel sounds alongside pre-existing sounds within
specific sites, often activating such forms within the context of public space to explore
the dynamics of these sonic relationships through encounters with predominantly nonspecialist listeners (Lappin and Ouzounian 2016).
Artists working with urban sound art developed different means through which to
realise these new sonic forms. These projects explored both permanent and temporary
sounding structures, which extended in scale from the closed space of headphones to
sonic broadcast systems that stretched between cities. Many of these forms were closely
tied to the technologies and techniques that they relied on to produce and distribute sound,
whether these were electronic or acoustic functions.26 Sound artists increasingly
employed new techniques for the electronic generation, recording, editing, processing and
playback of sound to create projects that were increasingly complex yet simultaneously

26 Charles Eppley examines the role of various media technologies in Max Neuhaus’ practice in
Community: Space, Body, Place: Networks & Ecologies, 1966-1977, the fifth chapter of his dissertation Soundsites:
Max Neuhaus, Site-Specificity, and the Materiality of Sound as Place (2017).
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stable enough to ensure sustained operation as fixed durational artefacts (Collins 2009).
The medium of sound installation was thus influenced by technological advances related
to sound equipment within a variety of contexts, incorporating elements from consumer
electronics and professional recording and sound reproduction, as well as customised
components that suited the needs of specific projects.27

Figure 11: Bernhard Leitner; Cylindre Sonore; Sound installation in Parc de la
Villette; Paris; 1987. Source: https://www.bernhardleitner.at/works (accessed
October 9, 2021).

Over time, sound installation and urban sound installation evolved through a variety
of artistic instincts and exhibitions contexts, as artists working with sound evolved a
variety of forms to realise sound in space. These included architectural and sculptural
forms within which to integrate loudspeakers and other electronic equipment, as
illustrated by Bernhard Leitner’s Cylindre Sonore (1987) a concrete, cylindrical form
built in Parc de la Villette in Paris. This sculptural space is embedded with a sound system

27 The work of artist David Tudor – which exemplifies the use of customized circuitry within
experimental music performance and sound art – is explored detail in Composers Inside Electronics: Music After
David Tudor, the 14th volume of the Leonardo Music Journal (Collins 2004).
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that encircles the listener within and beckons to other listeners without (see Figure 11).
Other artists installed loudspeakers to activate pre-existing architectural and spatial
contexts, relying on urban infrastructure to provide a spatial armature through which to
establish sonic form. For example, the American artist Bill Fontana experimented with
such expansive forms, developing projects in which distributed microphone arrays
relayed multiplicitous sonic perspectives of the sonic landscape back to a fixed speaker
system within the work Landscape Sculpture with Foghorns (1981), and transferring prerecorded sounds of the coast of Normandie into an array of speakers installed around the
Arc de Triomphe in Paris within the work Sound Island (1994). Still other artists veered
away from these more fixed infrastructural projects, experimenting with forms for mobile
listening. For example, the German artist Christina Kubisch’s series of Electric Walks
(the first of which took place in Cologne in 2004) provided participants with modified
headphones fitted with inductive coils, that could be used to listen to electromagnetic
signals generated by different machines and infrastructure distributed throughout the
city.28
These formats for producing sound and listening experiences rely on different
techniques to explore the urban spaces in which they are produced (LaBelle 2004).29 Set
in the context of specific urban locations, these artworks merge with other urban
dynamics, creating moments in which passers-by are engaged with sound both in the
foreground and in the background of other activities. Given that sound is experienced not
in isolation but as a layered and additive environment, the relationships that are

28 Christina Kubisch has been working with electromagnetic induction since the late 1970s and has
organized several works in the Electric Walks series starting in 2004 (Kubisch 2004). These walks are
documented at: http://www.christinakubisch.de/en/works/electrical_walks (accessed September 4, 2021).
29 Brandon LaBelle’s book Site Specific Sound (2004) explores how the author’s own site-specific sound
installations created for the Beyond Music festival in Los Angeles demonstrate the techniques of displacement,
interference, overwriting, repetition, and splitting in relation to both the architectural and social dimensions of the
Beyond Baroque Literary Arts Center where they were installed.
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established between an urban sound artwork and the sounds that surround it demarcate
an integral dimension of its form. Unlike much modernist architectural production (which
does not integrate cues from the qualities of a specific site or from adjacent architectural
structures), urban sound art is implicitly tied to its surroundings.30 The relationships that
urban sound installations construct thus invite the public to question the thresholds within
which specific sounds are experienced, the characteristics of site-specific listening
dynamics, the coexistence of other sounds as either noise or as complicit accompaniment
and the potential absence of sound as silence. It is these relationships that I foreground
through the development of Continuous Drift as discussed in Section 2.2, and that serve
as one of the principal concerns considered within my public artwork The Manual for
Acoustic Planning and Urban Sound Design in Chapter 5. Indeed, it is through these
forms of artistic practice that the connection between sound and urban space can be
explored in public settings within the context of the contemporary cityscape.
2.5

Infrastructural Parasites: Max Neuhaus’ Drive in Music
Questions concerning sound, listening and space form the fundamental concerns of

urban sound installations. Sections 2.5 and 2.6 unpack these concerns through analysis of
two sound installations by the American artist Max Neuhaus. These two works – Drive
In Music (1967) and Times Square (1977) – explore the form and scale sound installations
assume in relation to the city and present a perspective in which urban form is understood
as an assemblage of overlapping spaces and unfolding networks of experience that draw
on both the spatial and infrastructural context of specific sites to produce affective spaces

It is the complex relationships established by urban sound artworks and the urban environments
within which they are installed which grants this mode of practice its bearing within a more expansive
discussion concerning urban design, as these modes of practice demonstrate forms whose definition is so
highly influenced by the means in which they are influenced by and embedded within the sites in which they
are produced.
30
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through sound. Indeed, both Drive In Music and Times Square are described by Neuhaus
as sound installations, and thus provide concrete means through which to understand and
to define this medium of artistic practice (LaBelle 2006; Ouzounian 2013).31 Sections 2.5
and 2.6 position independent discussions of these two artwork as devices through which
to develop a thorough understanding of how urban sound installations are experienced in
space, building a foundation through which the dissertation will later demonstrate how
such installations can be instantiated as urban artefacts to articulate strategies for urban
sound design.
Neuhaus’ experiments with the relationship between sound and space – and
eventually with sound installation – developed through the artist’s experience with
experimental music. Neuhaus’ early career as a solo percussionist performing works by
20th-century composers foregrounded customised electronics and extended performance
techniques, drawing from the artists’ virtuosity as a performer as well as his instinct to
experiment (Neuhaus 1968).32 In the late 1960s, Neuhaus began to probe sound on a
different scale, shifting away from performance towards the definition of new eventspaces in which sound was set in different spatial configurations and within more extreme
durations. These works were sited in untraditional and off-site venues, often taking the
form of public artworks positioned within the active context of the city itself.33 Over the
course of time that he developed these public artworks, Neuhaus explored sound through

31 Gascia Ouzounian writes that “Max Neuhaus, who coined the term ‘sound installation’ in the late
1960s, defines it as sound works without a beginning or an end, that explores sound through space more than
through time” (2008, 33).
32 Neuhaus’ performances of works by the composers Earle Brown, Sylvano Bussotti, John Cage,
Morton Feldman, and Karlheinz Stockhausen are captured on the recording Electronics & Percussion - Five
Realizations by Max Neuhaus, released by Columbia Masterworks (1968).
33 One of Neuhaus’ earliest works set in urban space was Fan Music (1968), which was constructed on
the four adjacent rooftops of 137 - 141 Bowery in New York City and open for several days. Fan Music was
developed using customised circuitry, with photovoltaic sounds positioned behind the blades of fans. As the
fans moved, the sunlight activated the cells, producing different voltages that were periodically blocked by the
blades of the fan. The voltages controlled different sound generators, producing a responsive sonic
environment.
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different forms, including research concerning new techniques to be integrated in the
design of alarm clocks and revised designs for the sirens used by emergency vehicles,
thus indicating a broader enquiry that extended from the domain of art into the domain of
design.34 Within these different forms of research as well as within his ongoing
development of public artworks, Neuhaus’ projects often progressed through processes
in which the artist was required to introduce new ideas within diverse professional
working contexts and to communicate with professionals from different backgrounds in
order to gather permission, funding and other forms of support.35 Neuhaus’ practice
continued to evolve until the artist’s death in 2009, progressing to explore and refine new
forms as the artist actively pursued these conversations in order to expand the scale of his
projects, encompassing installations set in traditional exhibition spaces as temporary
interventions, as well as permanent public artworks in cities in Europe and North
America.
Drive In Music (1967) was one of Neuhaus’ earliest spatially distributed sound
works. It provides a model through which to consider the relationship between sound,
existing communications and media infrastructure and the dynamic experiential space
produced through the actions, movement and behaviour of individual listeners. Realised
as a temporary system active between 1967 and 1968, Neuhaus (1994d) described this
piece as his first sound installation (18). The work was experienced by an invited public
within the familiar space of their automobiles. By tuning in to a specific AM radio
frequency and driving through a mile-long section of Lincoln Parkway in Buffalo, New

34 Neuhaus’ worked to develop a new design for emergency vehicle sirens that could be more
accurately localised, attempting to transition away from the abrasive and often disorienting sounds produced
through conventional siren designs, which the artist cited as one of the most sonically significant events that
is heard by members of the urban public (Balit 2015).
35 Examples of Neuhaus’ works whose realisation relied on long-term dialogue with project
stakeholders and funders include earlier installations such as Times Square (1977) as well as later works such as
Time Piece Stommeln (2007).

46

York, the audience experienced an evolving aural topography that emerged through their
car stereo systems. The artwork incorporates the infrastructural space of a radio broadcast
system to support the production of a spatial experience through sound, leading its
audience to encounter the site in a new way. As demonstrated through my artwork
Continuous Drift, this fusion of aural space, infrastructural awareness, and urban
geography comprises a parasitic form, combining pre-existing components with
additional gestures in order to mediate its site as it is experienced as a public space.

Figure 12: Max Neuhaus; Plan of Antenna configurations, Drive In Music,
Buffalo; Detail of left panel; Ink and coloured pencil on paper; 56 x 75 cm; 1981
(Neuhaus 1994b, 17).

The technological infrastructure that supports this artwork reconfigures the
components employed in traditional radio transmission (see Figure 12). Neuhaus installed
a system of twenty short-range radio transmitters in trees lining the streets, all tuned to
the same frequency and continuously broadcasting sound generated by customised, siteresponsive electronic circuitry (Föllmer 1996). Whereas conventional radio broadcast
relies on separating distinct programmes of music and dialogue onto different channels
of the radio spectrum so that they can be accessed in isolation from each other, Neuhaus’
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work positioned different sounds on the same frequency band, so that they would overlap
and interfere with each other as the listener moved their receiver – in this case via the
movement of their car – through the radio space defined by the transmitters. The
transmitters were clustered in groups forming seven overlapping territories, and the piece
was broadcast 24 hours a day, offering a substantial window for both invited audience
members and a wider public to experience the work. By driving through this space,
audience members could explore the piece at their own pace, altering its composition and
articulation by their speed and direction. The circuitry that produced the sonic textures
that were broadcast from the trees altered the sounds in response to changes in the weather
(Kotz 2009), while the resulting sonic experience was further contingent on the incidental
sounds taking place along the street and those produced by the automobiles themselves,
all of which were influenced by each audience member’s approach to navigating the
piece.
Neuhaus’ Drive-In Music demonstrates how sound installations can draw from
existing technological infrastructures – both implicitly and explicitly – to realise sonic
forms set within the city’s urban fabric. Such infrastructural concerns provide a means to
explore how urban sound installations are experienced through the dynamic relationships
they form with the spaces that they occupy, and by presenting the urban sound
environment as comprising plural relationships that change in time and in response to
individuals’ behaviour and perception. Neuhaus’ work provides a discrete form through
which such urban and infrastructural dimensions of sound can be encountered – and
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interpreted – by diverse publics.36,37 Neuhaus understood the active role of the audience
as a crucial element of this work’s composition. He classifies Drive In Music as a Passage
work, which he defines as follows:
The Passage works are situated in spaces where the physical movement of the
listener through the space to reach a destination is inherent. They imply an active
role on the part of listeners, who set a static sound structure into motion for
themselves by passing through it. (Neuhaus n.d.)

Drive In Music presents such an aural topography by incorporating a repurposed
and multiplicitous telecommunications network, elements of transportation infrastructure
(automobiles and parkway), a network of responsive electronic circuitry, the presence of
natural elements both as an input signal (via the weather) and as a structural support (trees
used to house the radio transmitters) and the social and aural spatial dynamics of the
audience’s automobiles. The space explored by this installation is more than a means of
effecting a sonic experience within each audience-member’s car. It is a platform that
grants the public agency to engage with the intersection of these contexts that invoke
architecture, transportation, technological infrastructure and shared spaces, which
together constitute a form of public urban space.38 The production of these overlapping
layers of space will be considered in more detail in Chapter 4 through a review of different

Neuhaus’ work is instantiated in both public and private spaces, in galleries and museums as well as
in more open context of urban space. The examples that this chapter addresses highlight the artists’ work in
public space. A more thorough consideration of Neuhaus’ work can be traced through the essays and
conversations in Max Neuhaus: Sound Works Volume 1 (1994a).
37 For close consideration of the complexity and relevance of the public dimension – and potential –
of urban sound art, see Maria Andueza Olmedo’s doctoral dissertation Art, Sound and City: A Context for Urban
Sound Installations (2010). The role of working to address diverse publics through sonic arts praxis is further
considered in Chapter 6 of this dissertation, through a discussion of my public artwork The Office for Common
Sound (2016–).
38 This conception of urban space builds from Henri Lefebvre’s influential work on spatial production
developed in The Production of Space (1991). As Conor McGarrigle (2012) demonstrates in his analysis of the
impact of locative media, “the central tenet of Lefebvre’s argument is that space cannot be considered as an
empty container in which objects and people are situated” but must be instead considered as “a social
product, defined by a complex set of interrelationships, resulting in a multiplicity of interconnected and
overlapping spaces which influence, and are influenced by each other” (23).
36
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conceptual models that account for the subjective experience of sound in urban space as
well as in Chapter 5 through a discussion of my public artwork The Manual for Acoustic
Planning and Urban Sound Design (2013–2020), which probes how such conceptions of
sonic experience can be considered within the context of a local authority.
During the same timeframe in which he arrived at the form of the sound installation
as a means of exploring the agency of situated, spatialised sonic forms, Neuhaus explored
other means of encouraging different listening behaviour. In the Water Whistle series,
which took place in the early to mid 1970s, audiences were invited into swimming pools
in which Neuhaus installed sonic-hydraulic systems, again working with hand-built
circuitry to produce complex evolving tonal spaces, and in this context projecting them
so that they could be heard underwater.39 Indeed, this concern for the experience of the
audience as they discover new spatial forms that involve both physical spaces and
technological systems extends through many of Neuhaus’ works, providing a greater
understanding of the complex potential that the artist identified within the form of the
sound installation.
Invoking not only the acoustic space of the car, but also the telecommunications
infrastructure of the radio, the speed of traffic, an interplay with weather sensors and an
awareness that the sonic form being created is open to a variety of other sonic intrusions,
Drive In Music activates the medium of sound not as a given condition, but as a medium
embedded within the urban environment and linked to the ubiquitous presence of
distributed media systems. This complex interplay between technology, experience and
space is activated in real-time as members of the public change the speed of their car,
open or close their windows and position themselves within their automobile’s interiors

39 Neuhaus’ Water Whistle events were developed in swimming pools located at venues in the United
States and Canada (Sherman 1971).
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to gain different perspectives of the new perspective that is revealed through this artwork.
As in the case of my artwork Continuous Drift, Drive-In Music demonstrates that the
form of the urban sound installation can act as an interface that draws attention to these
different dimensions of public space, something that would be impossible to achieve
through more traditional architectonic forms and urban infrastructural elements. Indeed,
the notion that artistic practice can embody an interface with the underlying technicity of
the city is a central concern throughout this dissertation.
2.6

Sound into Space: Max Neuhaus’ Times Square
Neuhaus further explores the potential of the sound installation as a means of urban

spatial production through his seminal work Times Square (1977). This urban sound
installation extends Neuhaus’ exploration of the potential of sound and site within the
more expansive temporal dimension of a permanent installation set amidst the complex
spatial dynamics of one of the most iconic public spaces in the world.40 Times Square is
active 24 hours a day throughout the week and can be experienced from the northern
portion of the triangular pedestrian island located at Broadway between 45th and 46th
Streets in New York City (see Figure 13). The installation projects a continuous tonal
drone from custom built hardware installed under a traffic grate in the pedestrian space,
with no visual element marking its presence.
Neuhaus created the tonal component of the piece in response to the sound
environment of the space as he experienced it in 1977, referring to the rich texture of

40 Originally active between 1977 and 1992, Neuhaus’ installation for Times Square was supported by
a process in which the artist created the non-profit organization HEAR through which the artwork could be
funded via the Rockefeller Foundation, the National Endowment for the Arts, and private donors (Loock
2005). The installation was reinstated in 2002 with support from the Times Square Street Business
Improvement District, Christine Burgin, the MTA Arts for Transit and Dia Art Foundation, and has been
operational ever since. This information documenting the work is presented to the public via on the Dia Art
Foundation website at: https://www.diaart.org/visit/visit/max-neuhaus-times-square (accessed September 4,
2021).
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sound that the installation created as reminiscent of the harmonic structure of bells (Loock
2005).41 The spatial experience of Times Square is somewhat diffuse, as the loudspeaker
system that is incorporated to produce sound directs its energy into a subterranean space,
from where it is reflected upwards through a metal traffic grate. The installation thus
reveals a vertically oriented sonic form as depicted in Neuhaus’ drawing of the work (see
Figure 14).

Figure 13: Max Neuhaus installing Times Square; 1977 (Kotz 2009, 93).

In Neuhaus’ words, “It’s a large block of sound, which you walk into”, and “even
though [it is] invisible and intangible, it is like a solid place in the middle of this open
space” (Neuhaus 1994c, 20). Yet just as the form might be described as a physical ‘block’
of sound, its experiential dimensions are actually in flux. They are dependent on when
and where the listener apprehends the work’s presence, and when and where they sense
that they have moved beyond its influence. These subjective perceptual thresholds are
determined on an individual basis. Neuhaus (1994c) notes:

41 The tone generators for the installation were originally developed using analogue electronics but
were updated to a digital playback system when the work was reinstated in 2002 (Loock 2005).
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In these imaginary places that I build, often in the moment the listener first walks
into the space, it is not clear that a sound is there. But as you begin to focus, a shift
of scale happens. At first you hear what could almost be a room sound, which then
suddenly becomes huge. As you enter into it, you move into another perception of
space because of the change of scale. I am always amazed, myself, by the difference
between being outside of that scale and going into it. (97)

The perceptual thresholds that define Times Square and many of Neuhaus’ other
permanent Place works (along with his Moment works, in which these transitions are
developed within temporal sequences) are one of the principal characteristics
foregrounded in other urban sound installations (Neuhaus 1994c, 97). As Neuhaus’ works
reveal, the process of composing, siting and spatially aligning these sonic forms within
specific urban locations provides a model for design that interrogates what such
thresholds accomplish in relation to a variety of other urban forms, both static and
dynamic. These thresholds and the complex relationship between sound, perception and
urban space will be discussed in more detail in Section 4.3 and 4.4, which explore urban
ambiances and urban atmospheres respectively.
This sound installation is designed to be experienced by passers-by on a constant
basis, its sound unfolding amidst the incidental sounds of Times Square. Alongside this
dynamic mixture of voices, footsteps, cars, buses, portable sound systems and the sound
of other public events taking place in this area, Neuhaus’ installation can be perceived as
either dominant or diminutive. Its volume is set at a constant level, and its tonal and
harmonic composition is static; and yet it is apprehended as quite dynamic – as it begins
to accompany, to merge and to interfere with the sounds and activities taking place around
it. These elements of the work’s site-specificity connect this work with wider concerns
for public, site-specific and site-responsive artworks (Lacy 1994; Kwon 2002), which
gained increasing significance in contemporary art practice and theory over the time that
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Neuhaus evolved his practice through urban sound installations. Indeed, Neuhaus (1994e)
categorised Times Square as a Place work, which he defines as follows:
Communion with sound has always been bound by time. Meaning in speech and
music appears only as their sound events unfold word by word, phrase by phrase,
from moment to moment. [My Place works] share a different fundamental idea –
that of removing sound from time and setting it, instead, in place. (5)

Curator Ulrich Loock (2005) elaborates on this shift from the temporal exploration
of sound through the paradigm of music to a more spatial and even sculptural perception
of sound, stating that “one of the essential qualities of sound seems to be its fading – a
beginning and an end of its sounding which doesn’t appear to be directly linked to the
presence or absence of the source of the sound” (4). Times Square operates by removing
the beginning and the end of the sound, and by siting the work in a specific, publicly
accessible location that people can return to as frequently as they desire. This establishes
a permanent spatial presence. Despite its immateriality, the work occupies its site actively
and constantly, granting it a sustained experiential dimension akin to that of the urban
architectonic forms and civic infrastructures (such as buildings, streets and public
squares) that are more conventionally associated with the form of the city.
Loock continues to analyse the installation’s siting within such a complex urban
space, considering its role within discourse concerning site-specific art42 and “the most
advanced forms of 1960s sculpture” encountered in Rosalind Krauss’ seminal essay

Artist and writer Brandon LaBelle explores site-specific sound installation in the book Site Specific
Sound (2004). A consideration of site-specific dynamics features prominently throughout this dissertation,
specifically through my public artwork Continuous Drift (2015–) in the current chapter, the development of the
public artwork The Manual for Acoustic Planning and Urban Sound Design (2013–2020) in Chapter 5 and the
evolution of the public artwork The Office for Common Sound (2016–) in Chapter 6. For a more explicit
discussion of site-specificity in relation to sound installation practices, see Åsa Helena Stjerne’s doctoral
dissertation Before Sound – Transversal Processes in Site-Specific Sonic Practice (2018) and Maria Andueza Olmedo’s
paper Site-Specific Sound Installations in the Urban Environment (2009). Additionally, a detailed discussion of the
more general legacies of site-specific art can be found in One Place After Another: Site Specific Art and Locational
Identity (Kwon 2002).
42
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Sculpture in the Expanded Field 43 (Loock 2005, 1). After referencing the infamous saga
surrounding the removal of Richard Serra’s sculpture Tilted Arc (Horowitz 1996), Loock
(2005) considers Times Square:
As far as the complexity of possible perception, its digression from the totalized
experience of the urban space, the sheer size of the work and the public significance
of its site are concerned, Neuhaus’ Sound Work on Times Square can hold its own
with Serra’s sculpture. Yet this is a work whose material is a sound. It is a work
without a visible or tangible object. It is constructed in such a way that it is up to
the individual passer-by to respond to it, or not. Those who choose not to are not
disturbed by the work either. (2)

The installation’s siting in one of the most iconic urban intersections in the world
is not arbitrary; indeed, it provides the means for the dynamics that Loock discusses – of
being heard or not being heard, of being apprehended as intentional or dismissed as an
arbitrary feature of the complex urban sound environment – to emerge as an integral part
of the work as opposed to a peripheral concern. In other words, the artwork requires the
city’s presence around it in order to enact these functions.
As with my installation Continuous Drift, the experiential dynamics produced by
Neuhaus’ installation evolve on both a microscopic and a macroscopic scale, as Times
Square itself transforms to present different relationships with the development of the city
around it. In the case of Times Square, this change has been quite dramatic between the
1970s and the 2010s.44 Siting installations such as Continuous Drift and Times Square

43 Rosalind Krauss’ essay Sculpture in the Expanded Field (1979) develops an overview of new forms of
artwork that explore the relation between sculpture and landscape, seeking to categorise new forms of land
art in particular.
44 Over this timeframe, Times Square changed dramatically, transforming from “the sleaziest block in
America” to ‘the crossroads of the world” as the prostitution, sex theatres, drug trade and homelessness that
defined the area in the early 1980s transitioned to the large format electronic screen-based advertising
infrastructure that has contributed to this area evolving into one of the city’s most popular tourist attractions
(Chakraborty 2016).
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within these evolving contexts is a decisive action. It invites the public to contemplate the
absence of a stable function that such an installation might present, and rather to engage
in imagining a dynamic function that is able to adapt to a changing context. Over the
years of its activity, Neuhaus’ installation has co-occupied its site with a vast assortment
of other sounds and activities. As I sought to achieve through Continuous Drift, the
relationships that Neuhaus creates with this work draws attention to a plural reading of
urban site through sound, in which there is not a single correct permutation in which the
sound augments or transforms a site-specific aural relationship. Instead, these
installations open opportunities for members of the public to hear these spaces differently,
and to communicate about this difference through shared experiences of the work.

Figure 14: Max Neuhaus; Drawings of Times Square; Detail of left panel;
Coloured pencil on paper; 74.5 x 96 cm, 74.5 x 79 cm; 1992 (Neuhaus 1994c, 21).

Neuhaus’ Times Square asserts a sense of agency in the city. The installation is
premised on an instinct to explore the sound environment, instead of to taking on the task
of improving an undesirable quality of its site. This concept is central to this dissertation
and will be explored in more detail in Chapter 3, which explores what I term remedial
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strategies for urban sound design, that seek to remedy the urban sound environment.
Urban sound installations such as Neuhaus’ Times Square and my own Continuous Drift
suggest positive modes through which sound can be produced to co-occupy public spaces
without overpowering them, working to draw attention not only to the sounds that they
produce themselves but to the dynamics of other sounds – as well as the other urban
dynamics – that surround them. These experiments with sound in space initiate an
understanding of how these forms of production contribute to the definition of new forms
of public space, in which listening is foregrounded as an active component of design.
2.7

Artist-Led Approaches to Urban Sound Design
The considerations of urban sound installation practice developed in the past three

sections highlight the potential of intentionally placing sound in the city as an active
component of the urban fabric. Max Neuhaus’ sound installations Drive-In Music and
Times Square activate sound to draw attention to a new perspective of space, and to define
specific places that foster relationships between sonic perspectives and other aspects of
the installations’ settings and locales. With these examples in mind, this section explores
how urban sound installations can more explicitly contribute to the design of urban space,
just as they can be realised as discrete artworks. This consideration of urban sound
installation as a constituent component of a certain environment or space – instead of a
discrete or autonomous element – gives rise to a conception of how artistic practice can
inform strategies for urban sound design as distinct from urban sound art.45

45 As introduced through my artwork Continuous Drift in Section 2.2, this dual aspect of urban sound
art – in which it can be understood as contributing to the production of urban space even if this is beyond
the intention of the artist – is already present. Thus, although this section draws attention to a distinction
between urban sound design and urban sound art as different modes of practice, it is possible to develop
urban projects and strategies that draw from both disciplines and that operate within both of these fields
simultaneously. Indeed, it is such transdisciplinary projects that are explored within Chapter 5 and Chapter 6
of this dissertation.
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Neuhaus’ efforts to set new sonic forms within specific spaces to draw attention to
our relationship with both urban infrastructure and urban experience as together
constituting a spatial condition had a significant influence on later sound installation
practices. Sound installations that are positioned in an urban context to contribute to the
design of the built environment can be seen to extend from Neuhaus’ instincts, developing
site-specific responses to a variety of urban spatial contexts. To conceive of urban sound
design through the form of the urban sound installation as developed in the context of
contemporary artistic practice foregrounds that the design and production of such
installations (and the methodologies that are developed to support their production and
placement) does not emerge as a response to what are perceived as negative or
unfavourable conditions. Instead, these forms of design are embedded in the opportunities
afforded by the sonic materiality of urban space. Urban sound installations that extend
from Neuhaus’ methods do not suggest that the conditions that existed before they were
created should be disregarded in favour of the new perspectives that they form.
Alternatively, they draw attention to the possibility of interventions that are situated
alongside (or even within) these pre-existing conditions.46 They do not project a ‘better’
quality or position themselves so as to occupy a dimension of space that was previously
deficient. Instead, they work by articulating different aspects of the spaces within which
they are derived. The potential of urban sound design as a field that extends beyond
remedial strategies and instincts is foregrounded in later chapters of this dissertation,
through the exploration of my public artwork The Manual for Acoustic Planning and
Urban Sound Design (in Chapter 5) and The Office for Common Sound (in Chapter 6).

46 Ash Amin and Nigel Thrift (2002) suggest that this is the new urban condition, in which new urban
systems do not replace existing infrastructure but coexist alongside them through various forms of
compromise.
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Exploring the form of the urban sound installation to enable a shift beyond the
production of discrete artworks towards the articulation of integrated strategies for sound
and listening within the city as a mode of urban sound design is a trajectory that has been
explored by many artists, designers, and architects since Neuhaus developed his first
sound installations. Indeed in his definition of what he referred to as acoustic design,
composer and researcher Raymond Murray Schafer (1993) states that the role of the
acoustic designer is “above all” focused on “the imaginative placement of sounds to
create attractive and stimulating acoustic environments for the future” (271).47 Although
such placement of sounds can be accomplished by a variety of means (through the
construction of architecture that creates various resonances and reverberations, or through
the development of plantings that are activated by the sound of natural elements), the role
of the sound installation – as a means of achieving this form of transformation – has
remained at the forefront of experimentation with situating sound within the urban spatial
context.
The past two decades witnessed an expansion of practices in which sound
installations are positioned as central elements through which to articulate more
expansive considerations of sound within the spatial dynamics of the city, and within
which hybrid approaches to urban sound art and urban sound design are revealed. Artists
Bruce Odland and Sam Auinger (working together as O+A) have created sound
installations (both temporary and more permanent) that are aligned with an

Schafer’s role in establishing the concept of the soundscape is discussed in Section 4.2. His
definition of acoustic design is most clearly formulated in the glossary of terms included in the book The
Soundscape: Our Sonic Environment and The Tuning of the World, originally published in 1977. Schafer (1993)
defines acoustic design as “a new interdiscipline requiring the talents of scientists, social scientists and artists
(particularly musicians), acoustic design attempts to discover principles by which the aesthetic quality of the
acoustic environment or SOUNDSCAPE may be improved” (271). Schafer links his understanding of this
‘interdiscipline’ to a musician or composer’s understanding of sound by stating that “it is necessary to
conceive of the soundscape as a huge musical composition, ceaselessly evolving about us, and to ask how its
orchestration and forms may be improved to bring about a richness and diversity of effects which,
nevertheless, should never be destructive of human health or welfare” (271).
47
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experimentation with what they term the sonic commons, which the artists define as a
more open form, and less as an effort towards a more formal approach to urban sound
design.48 Many of O+A’s most prominent sound installations work with precisely
engineered tuning tubes in which carefully positioned microphones pick up the sound of
the city in real-time and transfer this sound – as coloured by the resonance of the tubes –
to be amplified and played back from custom-designed loudspeakers distributed in nearby
locations.

Figure 15: Sam Auinger; Grundklang Bonn; Sound installation for Bonn Hoeren;
Bonn; 2010. Photo: Andreas Langen. Source:
https://www.bonnhoeren.de/_2010/presse/ (accessed October 9, 2021).

The first of these projects – Harmonic Bridge – was installed in close proximity to
the Mass MOCA museum in North Adams, Massachusetts in a highway underpass
through which the museum’s pedestrian visitors access the museum (O+A 1997). By
augmenting the pre-existing sound environment with overtones produced by these

48 Odland and Auinger (2009) define the sonic commons according to four principles. First: “The
Sonic Commons can be defined as any space where many people share an acoustic environment and can hear
the results of each other’s activities, both intentional and unintentional” (64). Second: “The Sonic Commons
is full of asymmetry” (65). Third: “We all live in shared sound space whether we like it or not” (66). Finally:
“By labelling our shared soundspace the Sonic Commons, we are reminding ourselves that certain things like
air, water and humane sonic environments should be considered basic human rights” (67). Within the essay,
the definition of this term is supported by discussions of the artists’ projects.
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resonant tubes, Harmonic Bridge brings focus to the sounds produced by traffic from the
highway overpass – which the museum director described as “a landmark of urban
renewal run amok” (Odland and Auinger 2009, 65) – transforming something that was
perceived as banal into a sonic experience that passers-by stop to enjoy. O+A have
pursued similar strategies in Frankfurt and in Auinger’s installation in Bonn,
experimenting with different relationships established between the placement of tuning
tubes and custom loudspeakers in order to bring people towards a closer consideration of
the sonic rituals that define the city around them (see Figure 15).49 The extended practice
developed by O+A marks a significant point of reference supporting the methodologies
developed within my public artwork The Manual for Acoustic Planning and Urban Sound
Design (discussed in Chapter 5), as this practice integrates the development of large-scale
urban sound installations alongside the articulation of more discursive processes that
extend around such infrastructural gestures.
The Swedish architect and researcher Björn Hellström works more explicitly to
explore sound design in the context of urban space in the book Noise Design:
Architectural Modelling and the Aesthetics of Urban Acoustic Space (Hellström 2003) as
well as in subsequent projects with the design collective USIT (Urban Sound

O+A’s project Sonic Vista was installed in Frankfurt am Main in 2012, working with the sound of
the city as it resonated over the Main with resonant tubes and spherical omnidirectional loudspeakers
positioned over the Deutschherrnbrücke bridge. Auinger’s solo work Grundklang Bonn was installed in 2010 as
an urban artefact supporting the artist’s activity within curator Carsten Seiffarth’s Bonn Hoeren framework,
in which a different artist is invited to work as ‘city sound artist’ with the city of Bonn each year. This sound
installation used resonant tubes positioned on the façade of a building to transfer the sound of the city to a
cubic loudspeaker located in a nearby plaza on steps leading down to the entrance of an underground transit
station. More information on these projects is available at: http://www.sonicvista.de (accessed September 4,
2021); and http://www.bonnhoeren.com (accessed September 4, 2021).
49
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Institute).50,51 Noise Design integrates a variety of research methodologies exploring the
perception and analysis of sound in urban space in an attempt “to develop methodological
tools that are useful in the design and analysis of sounds, acoustic spaces, and the sonic
aspects of architecture” (24). These concepts are informed by two sound installations
created by Hellström, titled TIKS (Transparent Information of the Klara Systems) and
TIGER (Tourist Information Guide to the Environmental Resonance), which work
respectively to “investigate the acoustic space in city neighbourhoods in Stockholm” (24)
and to “discuss and illustrate different types of acoustic spaces that exist in the district of
Klara” (205), one of the major shopping districts in Stockholm. Drawing from examples
of electroacoustic music and a discussion of methodologies derived through the discipline
of sound art, Hellström’s research uses the typology of the sound installation as a
functional component to advance practical research concerning sound and architecture
within projects executed in the built environment. Hellström’s research also builds from
the methodology of sonic effects developed at CRESSON (Le Centre de Recherche sur
l’Espace Sonore et l’environnement urbain) in Grenoble, which is discussed in more
detail in Section 4.3.
Following soon after the publication of Noise Design, Hellström’s projects with the
USIT research and design collective continue along a similar trajectory. USIT’s praxis
foregrounded the implementation and analysis of sound installations as real-world design

Hellström activates the terms sound design and noise design for distinct purposes within his research.
Sound design is a more general term that is used in approximately the same way that the term urban sound design
is used in this dissertation, while noise design is used to provoke an awareness of how a consideration of noise –
as a subjective experience – might be coupled with the functional imperatives of sound design in order to
arrive at more effective strategies for working with sound in urban space.
51 Founded in 2004, USIT was “a Swedish interdisciplinary sound-art and research group for inquiry
into urban sound qualities and sonic space, mainly performed through art and design projects, technical
development and theoretical artistic research reflection” (Dyrssen et al. 2012). Its members included
Catharina Dyrssen, Björn Hellström, Anders Hultqvist, Staffan Mossenmark and Per Sjösten. USIT drew
from its individual members’ practice and research, working through the development of sound installations,
workshops and performances to engage with a variety of sites in Sweden and abroad (Hellström et al. 2011).
50
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contexts through which to develop communicable design methodologies. In 2009, the
group designed a permanent sound installation for Gallerian, a large shopping mall in
central Stockholm in response to a client’s ambition to create a meeting place near the
mall’s entrance (Hellström et al. 2011). The installation provided the collective with a
design methodology consisting of site analysis, simulation (or studio-based sound
modelling), composition, installation, and subsequent analysis of the project in the mall.
USIT’s efforts with sound installation in this format reinforces the potential of the sound
installation as a typology used to explore sonic production in an applied design context
focused on “the quality assessment and modelling of a product’s characteristics, which
[can] be abstract or concrete” (Hellström 2006, 26) as opposed to their execution within
a predominantly artistic context. Most significantly, the group’s oeuvre evolved as a space
in which to explore the intersection of architectural praxis and practice-led artistic
research with a specific focus on sound and urban space (Dyrssen 2010, 231). The mode
of practice developed by Hellström and USIT thus mark a significant point of reference
in this field and in relation to my practice leading up to the development of the body of
practice and research encapsulated in this dissertation.52
The Australian artist and researcher Jordan Lacey continues to explore the enquiry
into the intersection of sound art, sound installation, and urban sound design in Sonic
Rupture: A Practice-Led Approach to Urban Soundscape Design (2016). Lacey initiates
his research through a new read of the core tenets of the discipline of acoustic ecology
“based on the observation that […] existing urban soundscape design approaches require
recalibration to more effectively respond to the noises of contemporary urban

Hellström and I met to discuss our shared interests in Stockholm on several occasions between
2011 and 2013. This exchange evolved more formally when Hellström invited me to contribute to the
‘Architecture and Urban Sound Design’ panel that he chaired for INTERNOISE 2012, the 41 st International
Congress and Exposition on Noise Control Engineering held in New York City, in which I presented the
paper Sonic Membranes: Sound Design Between Interior and Exterior Spaces (Anderson 2012).
52
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soundscapes” (vii). Lacey states that it is necessary to expand these perspectives in
response to “new ways that creative practitioners can (and do) interact with noise to
produce new and profound urban experiences” (vii).53 Lacey focuses on urban sound
installations as a means of creating sonic ruptures within the urban fabric, tying these to
both the aesthetic and functional effects that these forms can produce. He asserts that the
number of practitioners working in this discipline is increasing, stating that “skilfully
designing sound installations to be embedded in the everyday fabric of our cities is an
emerging field of study and practice” that seeks to explore “the establishment of networks
of sonic ruptures throughout urban centres, to diversify sonic environments and expand
the possibility of a creative encounter” (1).54 The sonic rupture is thus presented as a
model which can be studied and replicated, as “a tool developed for a practice-led urban
soundscape design program” (141).
This model is further articulated according to five approaches derived from sound
installation projects developed by Lacey or referenced via other artists’ projects.55 One of
the most significantly evolved of these works – the sound installation Revoicing the
Striated Soundscape (2012) – explored the use of re-injecting sounds captured within a
specific urban sound environment within a similar (but not identical) site. Working with

53 Lacey notes that his work builds on the discipline of acoustic ecology but presents an updated
understanding of how such practices might contribute to a more relevant approach to urban sound design by
“responding to the many critical voices that perceive anti-noise and anti-urban tendencies in the World
Soundscape Project (WSP) research, and more broadly, the field of acoustic ecology” (Lacey 2016, vii).
54 Lacey derives his notion of the rupture via Simon O’Sullivan’s discussion of the functions of ‘a work
of art’ in Art Encounters Deleuze and Guattari: Thought Beyond Representation (2006). O’Sullivan considers the role
of a work of art as producing moments of encounter in which “our typical ways of being in the world are
challenged”, in which “our systems of knowledge are ruptured”, and through this rupture encountering “a
moment of affirmation, the affirmation of a new world, in fact a new way of seeing and thinking about this
world differently” (O’Sullivan quoted in J. Lacey 2016, 1). Lacey explicitly links these ambitions to the
potential functions of urban sound installations.
55 The five approaches to urban soundscape design that together support Lacey’s model of the sonic
rupture are: Addition, Subtraction, Disclosure, Passion and Transformation (J. Lacey 2016, 143). Lacey defines each
of these approaches in discrete sections, linking them to examples of his own sound installations as well as to
works by other sound artists, simultaneously outlining what he perceives to be the core intentions of the
soundscape designer (which he suggests are to captivate, evoke, play, appear, subtract, quantify, mediate, dealienate, and to engage) (146-147).
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support from the City of Melbourne’s public art programme to transform the sound
environment in a laneway that connected Melbourne Central Railway Station to RMIT
University, Lacey captured sounds of the ventilation equipment within a similar alleyway
setting and processed these sounds to create eight variations (or compositions) which
were then played back via a quadraphonic speaker array installed within four airconditioner chassis arranged within the space (see Figure 16).56

Figure 16: Jordan Lacey; Revoicing the Striated Soundscape; Urban sound
installation; Melbourne; 2012. Source:
https://upperpool.rmitidsites.net.au/future-musics-designing-envirosonics-forthe-post-human-city/ (accessed October 9, 2021).

Lacey (2016) considers this a form of addition, as the installation works “by adding
to, and augmenting, existing sounds” (83) with the intent of re-focusing attention on the
sound produced by ventilation equipment. Lacey’s approach emphasises the need for
sensitive listening in order to calibrate the sounds that can be utilised in this form of
additive installation scenario, which intends to subtly modify the sound environment
without creating an imbalanced focus that would detract from the transitory

56 Lacey (2016) notes that he had intended to work with these sounds within the alley in which they
were originally recorded; however, for logistical reasons the work was relocated at the request of the City of
Melbourne (95).
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characteristics and functions of the laneway. Lacey’s mode of sonic rupture and urban
soundscape design relies on his own musical sensibility that he refers to as the processof-musicality, which forms a relationship in which “myself-as-musician and the city-as
music begin to interconnect as an ecological relationship, where the city plays me and I
play it back” (85). Lacey’s approach to urban sound design is premised on these affective
relationships from both the perspective of the designer and the perspective of the listening
public. Lacey’s approach is tentative given its reliance on rhetoric developed in response
to the discipline of acoustic ecology, and as his installations are limited in scale and
duration; however, his emphasis on prioritising the role of active listening in public spaces
is shared within my own practice and research.
Considering the practices of O+A, Hellström, and Lacey in sequence demonstrates
a range of approaches to urban sound installations that build on the earlier work of artists
such as Max Neuhaus in the 1970s through the 1990s via an expansive set of artistic and
practical concerns. O+A’s texts defining the concept of the sonic commons draw from
their experience developing permanent public sound installations, allowing the artists to
develop a form of praxis that benefits from their ability to observe how these installations
are experienced over time. Hellström’s integration of sound art and sonic experience with
architecture and design develops a substantial methodology to guide urban sound design,
which is reinforced by several discrete sound installations installed in public spaces and
propelled by the concept of noise design. Lacey brings a concern for the discipline of
acoustic ecology into this conversation, using his experience of the design,
implementation and analysis of sound installations to develop a higher-level approach to
working with sound in the city through the model of the sonic rupture. Each of these
practices brings the role and function of the urban sound installation into dialogue with
the city, revealing both the constraints and the possibilities of siting forms within real
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urban spaces. Collectively, these artists bring sound installation practices into dialogue
with the imperatives of disciplines such as environmental acoustics, architecture and
urban design and urban planning, providing a foundation on which to develop an
understanding of how urban sound installations can intersect with these other fields to
contribute to the design and experience of urban space and the public realm.
The task of discovering and implementing urban forms that contribute to the
development of a higher-level, sustainable approach to urban sound design benefits from
this close attention to both the history and the evolution of the urban sound installation as
it begins to propagate in a transdisciplinary space between contemporary artistic practice,
architecture, urbanism and applied design. The strategies traced from the projects
reviewed in this section foreground that the objectives of the urban sound designer can
be developed in a response to a number of different functional and spatial parameters that
are not primarily concerned with making a space perceived as quieter, or with mediating
existing sounds so that a given space sounds better, or with distracting the public from
other sounds which are identified as noise. Instead, urban sound installations can be used
to create new forms that augment other sounds that take place around them, to identify
specific spaces and to create ruptures in the sound environment that activate the
perception of sound as an important element of urban experience. As such objectives are
not reliant on achieving a singular function, they can be implemented in public spaces
characterised by the presence of people from different backgrounds, who occupy and
traverse space according to different agendas and who have divergent views concerning
the use of sound as an element of urban design. As the design of urban sound installations
is refined in relation to the evolution of the contemporary cityscape, the potential for this
mode of production to be more consistently implemented as an urban form that is legible
to architects and urban designers – as well as to the public – can be further developed.
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This proposition can be advanced by revisiting my artwork Continuous Drift, bearing this
ambition to expand the remit of urban sound installation practices in mind.
2.8

Considering Continuous Drift in a Wider Urban Context
I have demonstrated how sound installation practices can be integrated into more

holistic efforts to work with sound in the city in the context of urban sound design. This
section returns to consider Continuous Drift within this context.57
Considering Continuous Drift within the context of urban sound design implies its
integration within a larger-scale methodology to address sound in the city, which extends
beyond its perceived autonomy as an artwork. Indeed, this dual (or plural) understanding
of the work is central to the potential of urban sound installations as a form of urban
spatial production. Regarded in this plural context, an understanding of Continuous Drift
is quite different. The artwork’s site links it explicitly to the surrounding architecture and
to the sounds that take place not only in Meeting House Square, but in the wider context
of Temple Bar. The sounds that the artwork produces are thus encountered as part of a
larger acoustic environment, which brings together traces of the sounds of other activities
that can be apprehended in the context of the square and the passages that surround it.
The installation is explicitly linked to the social spaces defined through these adjacent
activities and the sounds that they produce. Most significantly, as it becomes open and
permeable to these other factors, Continuous Drift is more answerable to them, as a form
of urban intervention that seeks not only to coexist with other elements and within a wider
environment, but to actively participate in producing a new space not only through

Efforts to decipher specific projects as both discrete artworks and as elements related to larger
strategies for urban sound design cannot be applied in a uniform manner to all urban sound installations.
Continuous Drift, however, originated as a concept which could pursue both of these functions – with the
additional identity of operating as a curatorial framework that could incorporate the influence of a vast
assortment of contributed sound works. There is a degree of reflexivity in the design and identity of the
project that affords it an ability to be appraised within these different roles.
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collaboration with these other elements, as well as through juxtaposition, overlap and
disruption.
The methods through which Continuous Drift pursues this high degree of active
engagement extends the methods of more traditional, single-authored urban sound
installations. Whereas many sound installations assert a continuous sonic presence or
function in a given space (e.g., Neuhaus’ Times Square), Continuous Drift does not.
Instead, the installation establishes a dynamic and permeable definition that gives way to
other functions and activities which co-occupy its site at different times.58 Through these
dynamics, it does not propose the sounds or instincts of a singular artist as a coherent
strategy that directs attention to a specific sonic identity or transformation. Instead, it
presents a plurality of approaches developed by different artists who work into the same
space using often quite divergent means.
Due to the multiple compositions present within the work as well as the means by
which the public shapes its sonic evolution with Meeting House Square, the actual sound
that is presented through Continuous Drift – as well as the experience of that sound – is
not established as a stable, uninterrupted presence. Even the most spatially situated sonic
gestures that emerge through the installation can be punctured at any instant by anyone
who uses their phone to signal the installation to cease. The sounds that arise through
individual artists’ contributions are each bound to their own temporal and spatial
dynamics and are thus presented as significant and yet simultaneously fragile material
that can be deployed to accomplish a variety of functions and effects. This structure

Continuous Drift is equipped with a password-protected administrative interface that can be accessed
online by those working in events management in Dublin City Council. There are options to disable
Continuous Drift for certain hours or for entire days at a time. The regular hours are set to disable the
installation on Saturdays before 17:00, as there is a recurring food market in Meeting House Square. By
opening its structure through the potential for regular interaction with this administrative interface, Continuous
Drift became more integrated in the functions of event programming in Dublin City Council.
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foregrounds the role of the audience (comprised of individuals but at times developing as
a form of collective) as possessing a great deal of agency both at this specific point in the
city and within a wider, implied sense of spatiality instantiated through the installation.
Continuous Drift thus asserts how urban sound design can be premised on opportunities
to collaborate with others through sound, through which to listen, to react, and to work
together – whether in cooperation or in competition – to influence urban space, and to
acknowledge that these collaborations occur within a dynamic system that is only (ever)
partially in our control.59
As an approach to urban sound design, the active methodology defined through
Continuous Drift draws from Max Neuhaus’ artworks discussed in Sections 2.5 and 2.6.
The installation builds on an impulse to assimilate and repurpose existing media and
communications infrastructure, demonstrating that the functions of this infrastructure can
be brought into direct contact with sounds to condition (or re-condition) various public
and private spaces. The installation activates similar perceptual thresholds as explored in
Times Square but diverges from the instinct to root these explorations in a static sound
source, instead opting for a structure in which a variety of variables ensure that these
thresholds are constantly in flux as they negotiate with other sounds and with the sensory
awareness and attention of different listeners who traverse Meeting House Square. The
city – as it is defined through this installation, and through sound – is not a space in which
there is a universal or idealised solution to establishing the conditions of a site such as
this. Instead, the city is dynamic, inviting complex and dynamic forms of design through

Different groups of people who enter the square to interact with the project pursue a variety of
cooperative and – at times – competitive gestures. At one stage, a group of interaction design students from
the National College of Art and Design began interacting with Continuous Drift at the same time, trying to
‘break’ it through issuing it multiple commands. The interface withstood these attempts to subvert it, reacting
to whichever message it received first, changing the installation in response to this message, and then opening
itself to the other incoming messages.
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which to operate and evolve. This dynamic space requires collaborative gestures, engaged
listening and participation to be rendered active, and as such, responds to the initiatives
of different individuals and groups to be continually redefined as new, as different or as
divergent. These dynamics will be further discussed through the concept of acoustic
territoriality presented in Section 4.5 and in relation to the role of participatory project
structures developed throughout Chapter 6.
Understood through these assertions, the installation becomes answerable to the
other active remits of the city around it. In the case of Continuous Drift, the strategy for
urban sound design that is presented ties in with other initiatives taking place within the
Temple Bar region during the time of the project’s original installation. This time marked
a complex change in dynamics and control as the region passed from the control of a
private entity (The Temple Bar Cultural Trust) to the city council.60 On a higher-level
urban scale, Continuous Drift implies a planning strategy in which specific locations
(such as Meeting House Square) can be activated with concise approaches to sound that
have the potential to catalyse wider-reaching consideration of the aural dimension of
public urban space even in areas that are not so formally mediated. As discussed later in
this dissertation in Chapter 5, the installation can be further aligned with other urban
initiatives related to sound. For example, the moment in which the city’s noise monitoring
unit successfully demarcated eight quiet areas in the city within effectively the same
timeframe as Continuous Drift was developed.61 When seen as one of many design

The Temple Bar Cultural Trust (TBCT) was established in 2004, evolving out of Temple Bar
Properties, a state company that had been set up to manage redevelopment, functions and assets of Temple
Bar as a purpose-built cultural quarter. TBCT was dissolved in 2013, with its assets, responsibilities and some
of its staff transferring to Dublin City Council (McDonald 2014). Continuous Drift was developed in the midst
of this transition, which made the planning of the project quite complex given the permissions that were
required.
61 The designation of quiet areas in Europe was a key element in developing noise action plans in
support of the European Environmental Noise Directive, which will be discussed in Section 3.3. In Dublin,
the Air Quality and Noise Monitoring Unit in Dublin City Council worked to establish quiet areas in
Blessington Basin, Blessington St.; Edenmore Park, Raheny; Mount Bernard Park, Shandon Pk.,
60
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gestures enacted by the city, a critical design initiative such as Continuous Drift can be
seen to assert that the city is willing to prioritise design experiments alongside its other
operations, activities and remits.
To understand its full potential, Continuous Drift must be considered as an artwork
that supports an expansive strategy for urban sound design. Through this perspective, the
artwork represents a multiplicity of readings and functions that are intertwined with each
other. This dissertation will maintain a focus on this manner of plurality to foreground
how artistic research and practice can influence higher level planning, research, and
legislative projects related to the urban sound environment. Indeed, through the focused
form of spatial interrogation that it encapsulates, the urban sound installation seems
fragile, as it seeks to be integrated alongside concerns that lay outside its immediate
formal domain. However, this apparent fragility is in fact its strength, as it represents a
framework that brings together interconnected strands of practice and experience that
allow it to transcend disciplinary boundaries to address complex urban conditions. As
such, urban sound installations represent an effective tool for activating the urban sound
environment that can be aligned with local urban design and planning initiatives.
2.9

Conclusion
This chapter outlined the foundation for the nascent field of urban sound design by

considering how artist-led projects developed in prominent urban spaces can be
connected to urban design processes that are active within the same timeframe and the
same locale on the scale of the city. The chapter’s discussion of my own artwork

Phibsborough; Dollymount SSA, Clontarf; St. Anne’s Park, Raheny; Palmerston Park, Dartry; Ranelagh
Gardens, Ranelagh; and The Cabbage Gardens, Cathedral Lane, Dublin 2 (Eight Areas Nominated to the
Minister for Environment, Community & Local Government in Dublin City for the Delimiting as ‘Quiet
Areas’ 2013). The declaration of these quiet areas will be discussed in more detail in the Chapter 5, in relation
to my public artwork The Manual for Acoustic Planning and Urban Sound Design (2013–2020).
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Continuous Drift builds through a reflection on Max Neuhaus’ earlier sound installations
to demonstrate the significance of these urban sound installations within the sites that
they occupy, and thus on the potential for the medium of sound to be activated on a larger
scale within the public realm. Considerations of Continuous Drift will be introduced
throughout this dissertation alongside reflections on two more complex public artworks
that I have developed, The Manual for Acoustic Planning for Urban Sound Design (in
Chapter 5) and The Office for Common Sound (in Chapter 6). Through these projects, the
dissertation establishes critical dialogue between diverse modes of practice, remaining
rooted in projects developed not in research testbeds or isolated gallery spaces but within
active urban spaces in dialogue with the public. My experience developing these artworks
informs the development of the concept of integrative sonic urbanism, which this
dissertation defines in Chapter 4 as a pluralistic methodology that supports the
advancement of the fields of urban sound design and acoustic planning.
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Chapter 3: Appraising Remedial Strategies for
Urban Sound Design
3.1

Introduction
The previous chapter discussed how urban sound art practice informs the fields of

urban sound design and acoustic planning, building from examples including my public
installation Continuous Drift alongside archetypal works developed by the artist Max
Neuhaus. Beyond the specific domain of artistic practice in which these projects were
developed, the primary disciplinary interfaces between the field of urban design and the
medium of sound are the disciplines of environmental acoustics, architectural acoustics
and noise control engineering.62 Within the context of urban space, these disciplines focus
on two primary objectives: Making the city quieter, and altering the acoustic conditions
of specific locations to better support certain activities.63 These imperatives influence how
the urban sound environment is addressed via land use and zoning (Pope et al. 2014), as
well as how it is integrated within urban design projects including public realm strategies,
redevelopment initiatives and the design of specific spaces (Echevarria et al. 2018).64
This chapter transitions away from urban sound art and sound installation practices
to consider how cities have come to address sound predominantly through a response to
environmental noise policy. The chapter considers how the majority of efforts to address

62 Environmental acoustics addresses the physics of sound propagation outdoors, between structures
and in open space, while architectural acoustics focuses on how sound behaves within enclosed spaces. Noise
control engineering is focused on how to mitigate unwanted sound and vibration in a variety of mechanical,
architectural and environmental settings.
63 These notions of quieter and better are not always easy to define within the context of the public
realm. The public realm represents a design context characterised by a number of variables, whereas the
acoustic design of interior spaces is often focused on supporting functions in which the listener is within a
known demographic and uses a given space for a preordained mode of listening. Consider for example a
concertgoer sitting in a specific location in order to enjoy music being performed on a stage within a purposebuilt concert hall. In this scenario, the architectural acoustics of the space can be designed to support this
specific function, for this specific audience.
64 The local designation of quiet areas as outlined in the EEA publication Quiet Areas in Europe (2016)
exemplifies this scenario.
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sound in urban space are driven by remedial strategies, through which urban sound design
and acoustic planning are aligned with efforts to remedy or to improve what are perceived
to be negative conditions. I link remedial strategies for urban sound design to the concept
of the healthy city, demonstrating how these strategies support not only higher-level
policy-driven initiatives, but also provide the rhetoric for a wide subset of
interdisciplinary projects that explore the relationship sound and urban space.
Following this explication of remedial strategies, I probe the syntax of the
Environmental Noise Directive (2002/49/EC) (END) to reveal cues through which the
processes of strategic noise mapping linked to this central legislative imperative can be
referenced within more critical urban sound design practices. This discussion of
environmental noise connects strategic noise mapping to broader issues concerning the
datafication of urban space, which I explore through the paradigm of the data city.
Through discussion of selected urban sound design projects, I demonstrate the dominance
of remedial strategies that link urban sound design to objectives related to the concept of
the healthy city, which lose sight of the critical potential of urban sonic praxis to
reimagine and reconfigure (instead of to remedy or to heal) urban space. The chapter
concludes by establishing a series of tactics through which critical forms of practice
leverage an awareness of existing modes of urban sound design and acoustic planning so
as to define new methodologies that effectively expand the potential of this field. I assert
how such critical practices must be established alongside instead of in opposition to the
modes of practice that they critique, so as to sustain an interface for productive
engagement between the different urban actors involved in issues relating to sound and
urban space.
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3.2

Remedial Strategies for Urban Sound Design and the Rhetoric of the Heathy
City
Working on a macro scale as is frequently required in urban design and planning,

imperatives to address the urban sound environment rely on standardised methodologies
engineered to be universally applicable. Such methodologies can be difficult to resolve
in relation to the diverse populations, specific public spaces and nuanced urban conditions
that they address. Efforts to mediate the urban sound environment premised on
environmental acoustics and noise control engineering foreground such standardised
methodologies in order to sustain replicable principles of design.65 These methodologies
are substantially premised on research that links specific health conditions with sustained
exposure to high levels of environmental noise, placing an emphasis on noise exposure
within domestic and occupational settings (Lusk et al. 2002; “Burden of Disease from
Environmental Noise” 2011; “Environmental Health Inequalities in Europe” 2012;
“Environmental Noise Guidelines for the European Region” 2018). As they are
influenced by this research, efforts to mediate sound in the context of urban design are
positioned as a means of developing healthier and more liveable cities (Bronzaft 2019;
Schulte-Fortkamp 2019; Truax 2019).
The concept of the healthy city has twofold significance. It is a trope that can be
understood in relation to the health of the citizen and that of the city. It establishes rhetoric
concerning how to remedy urban conditions that negatively impact the physiological and
psychological health of urban populations as well as to treat the functioning health of

Indeed, Wallace Sabine’s formative experiments in early architectural acoustics were premised on
producing replicable results (Thompson 2002). Considering the dates of Sabine’s experiments illustrates that
acoustics is a (relatively) young discipline, which itself struggles to gain support within design processes
related to architecture and the built environment, particularly in the initial design phase of projects in which it
might contribute most effectively (Hellström 2003, 14).
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cities themselves.66, 67 A majority of urban sound design and acoustic planning strategies
are rooted in instincts to develop remedies and to promote healthier cities by improving
negative conditions in which the sounds associated with urban space are deemed to be
noisy, unfavourable and directly linked to negative impacts on health. By its continued
qualification as environmental noise, the urban sound environment is often suppressed
altogether.68
I will define the term remedial strategies as modes of practice that seek to remedy
or to heal the urban environment. Remedial strategies approach their subject as a set of
negative conditions and aim to improve these conditions to produce more favourable
forms of urban space and experience. As indicated in the previous paragraph, remedial
strategies for urban sound design are closely affiliated with the findings of the World
Health Organization (WHO) and other research concerning exposure to environmental
noise (Berglund and Lindvall 1995; Stanfeld and Brown 2000).69 This research
concerning the effects of environmental noise forms the basis of legislation concerning
how noise monitoring and noise reduction are related to fundamental urban functions
such as transportation and housing, which are central considerations in regards to how
the urban sound environment is understood within the field of urban design. To explore

The World Health Organization (WHO) definition of a healthy city is “one that is continually
creating and improving those physical and social environments and expanding those community resources
which enable people to mutually support each other in performing all the functions of life and developing to
their maximum potential” (Health Promotion Glossary 1998, 13). This definition is extended to further
develop the Healthy Cities project: “The WHO Healthy Cities project is a long-term development project that
seeks to place health on the agenda of cities around the world, and to build a constituency of support for
public health at the local level. The healthy cities concept is evolving to encompass other forms of settlement
including healthy villages and municipalities” (13).
67 A survey of references related to the early stages of the evolution of the concept of healthy cities
can be found in the article Healthy cities: A guide to the literature (Kenzer 1999).
68 Questioning the links between urban sound design and acoustic planning and objectives concerning
noise mitigation is a common starting point for critical research concerning sound in urban space (Hellström
2003, 3; Lacey 2016, 10).
69 The WHO maintains a repository of documents related to noise and health. See:
https://www.euro.who.int/en/health-topics/environment-and-health/noise/publications/a-z-list-of-allpublications (accessed September 4, 2021).
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this claim, this section will trace how remedial strategies are embedded within urban
design and planning processes that affect how such disciplines integrate sonic concerns
within the practices they embody.
Before the section progresses, my definition of remedial strategies requires further
clarification. Remedial strategies for urban sound design are not discipline-specific, nor
are they specifically affiliated with environmental acoustics and noise mitigation.
Remedial strategies inform a variety of urban sound design projects and can include
interdisciplinary initiatives that draw from sociological and geographical research as well
from artistic practice. Such projects assert that the primary transformations that can be
achieved in relation to the urban sound environment are that of attenuation and
improvement. The term remedial strategies is therefore an inclusive label, not a
mechanism for positioning specific disciplines (for instance noise control engineering and
urban sound art) in opposition. Similarly, remedial strategies are not necessarily incorrect;
indeed, aspects of these measures can be determined to be both necessary and compatible
with other disciplines in the context of long-term urban planning strategies.70 The purpose
of defining remedial strategies is instead to provide a means of clearly identifying the
values that underlie certain tendencies that have come to define the field of urban sound
design in contrast to more critical strategies for urban sonic praxis. This section thus
provides an opportunity to draw attention to the potentially productive friction that
emerges from contact between these perspectives.

70 Surveys demonstrate approximately 40% of the population in EU countries is exposed to road
traffic noise at levels exceeding 55 db(A), 20% to levels exceeding 65 dB(A) during the daytime and over 30%
to levels exceeding 55 dB(A) at night (Burden of Disease from Environmental Noise: Quantification of
Healthy Life Years Lost in Europe 2011). These decibel thresholds indicate levels over which noise exposure
has been proven to have significant negative health effects in the given context. See:
https://www.euro.who.int/en/health-topics/environment-and-health/noise/data-and-statistics (accessed
September 4, 2021).
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This friction that emerges between remedial strategies and more critical motivations
for urban sound design are a defining characteristic of many of the key projects that
address the subject of sound in the city within the last decade. The research project
Recomposing the City – based at Queens University, Belfast since 2013 – emphasises that
“proposals for urban development should account not only for eliminating or blocking
out what is perceived as unwanted noise, but to promote and enhance positive and
distinctive aspects of the local soundscape” (Lappin, Ouzounian and O’Grady 2018, 7).
The authors continue by noting that by addressing sound, “city designers and decision
makers can be empowered with a new tool to create the prosperous and healthy cities they
aspire to build” (3).71 The city of Struer, Denmark recently branded itself The City of
Sound, working to integrate a consideration of sound at multiple levels of local
governance and urban planning processes. These are captured in Lydmanual for Struer
Bymidte, a series of guidelines for planners developed to supplement earlier local
planning documents which also draw attention to these different perspectives concerning
sound in the context of city planning (Stenfeldt and Kreutzfeldt 2018).72 In Montreal, the
project Sounds in the City (Ville Sonore) presents a multidisciplinary effort to transition
from urban noise mitigation towards a more nuanced engagement with the urban
soundscape. The project is defined as “a new user-centered proactive approach reframing
sound as a resource in relation to other urban design considerations from conception to

71 Recomposing the City is primarily informed by artistic practice and critical architectural research,
drawing on the work of practitioners within these disciplines to support the active interests of directors Sarah
Lappin and Gascia Ouzounian (Lappin and Ouzounian 2016; Lappin, Ouzounian and O’Grady 2018). I
participated in events in Recomposing the City in 2014 and 2015 (Anderson 2014 & 2015b), integrating
consideration of my work with Dublin City Council through the public artwork The Manual for Acoustic
Planning and Urban Sound Design (2013–2020), which is discussed in Chapter 5.
72 As is the case with the Recomposing the City project in Belfast, the city of Struer is actively engaged
with urban sonic arts practice. This engagement is focused through the Struer Tracks sound art biennale,
launched in 2017 under the direction of Jacob Kreutzfeldt. I presented my work within a symposium event
held within the second iteration of the festival in 2019 (Anderson 2019b), and then through a collaborative
urban intervention in collaboration with urbanist Trond Maag and artist Andres Bosshard (2020), which will
be discussed in Section 5.6.
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long-term use of urban spaces”, which “does away with the implicit assumption that all
environmental sounds are negative” (Sounds in the City n.d.). These three projects
express an instinct to progress beyond remedial strategies towards more generative modes
of urban sound design.73 They suggest a prioritisation of developing new methodologies
for working with sound, building from a unanimous assertion that “although sound can
have a profound impact on the urban experience, it is an underrepresented component
when it comes to its integration in everyday design practice” (Steele et al. 2019, 1).
These three projects from Belfast, Struer and Montreal can be further contextualised
within a domain of practice that includes efforts to define multidisciplinary cooperative
research frameworks foregrounding alliances between academic, municipal and industry
partners. Such intersectoral efforts are premised on establishing access to substantial
resources for carry sustaining research in urban space. Recent examples of this domain
of practice include HOSANNA (HOlistic and Sustainable Abatement of Noise by
optimized combinations of Natural and Artificial means) conducted between 2009 and
2014 and the SONORUS Urban Sound Planning project that took place between 2012
and 2016.74 HOSANNA aimed to explore the impact of different uses of landscaping, soil
and other natural and artificial elements in the reduction of traffic noise from road and
rail in outdoor environments. These tools were used to derive “green abatement
strategies” with favourable results both in terms of cost of implementation as well as noise
reduction and other perceptual effects (Nilsson et al. 2014, xxv). The SONORUS project
defined a pedagogical framework exploring the necessity for acousticians to address the

My own recent interactions with Struer Tracks and Struer Kommune are referenced in Section 5.6.
HOSANNA was developed through the European Commission FP7 (7th Framework Programme
for Research and Technological Development). SONORUS was supported as a European Training Network
through the Marie Skłodowska-Curie Actions funded by the European Commission and led by Chalmers
University of Technology. The results of these projects are available at
https://cordis.europa.eu/project/id/234306 (accessed September 4, 2021) and
https://cordis.europa.eu/project/id/290110 (accessed September 4, 2021) respectively.
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complexity and interdisciplinarity of urban sound planning and related processes in
regard to the future development of cities, placing a specific focus on transportation and
industrial infrastructure (Kropp et al. 2016, 7). Both HOSANNA and SONORUS can be
seen to encapsulate focused methodologies for integrating a concern for the sound
environment in shaping healthier urban conditions and can therefore be categorised
within the paradigm of remedial strategies, even as they suggest new methodologies that
progress beyond noise control.
Remedial strategies can also be observed within the recent evolution of the
soundscape standard, formalised through the COST Action TD0804 Soundscapes of
European Cities and Landscapes developed between 2009 and 2013.75,76 This framework
focused on soundscape management, planning and policy, establishing a unified approach
to integrating greater consideration of context in soundscape evaluation (Kang and
Schulte-Fortkamp 2016). The paradigm shifts that this project encourages emphasise not
only on physical measurements bus also increased attention to crossovers with social
sciences to begin to account for cultural factors related to soundscape perception. The
action’s objective was “to create more enjoyable and liveable environments in Europe
and beyond, with respect to the planning of new living and recreational areas as well as
to the reshaping of unsustainable older developments” (13). As with HOSANNA and
SONORUS, this action extends beyond methods premised on noise mitigation; however,
the efforts that it encourages remain rooted in remedial strategies premised on “improving

The formalisation of the soundscape standard at the core of COST TD0804 project is discussed in
detail in Section 4.2, as one of four concepts that are queried to synthesise a new approach to sound from an
urban design and planning perspective.
76 COST TD0804 united several strands of research and practice. These can be reviewed in Soundscape
of European Cities and Landscapes (Kang et al. 2013) via the list of contributing experts (24-28) and relevant
publications (28-30).
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or creating the acoustic environment of places so that the soundscape enhances human
enjoyment” (13).77
When considered together as they contribute to the current state of the art the field
of urban sound design, the Soundscape COST, HOSANNA and SONORUS projects
collectively prioritise the development of new methodologies for remedial strategies that
extend beyond a reliance on the measurement of noise as the primary tool for analysing
sound in the city.78 This desire for innovation is a reaction to the more fundamental
remedial strategies established through protocols linked to the Environmental Noise
Directive (2002/49/EC) (END), the central legislative document driving noise abatement
in Europe since 2002. The END addresses the management of environmental noise by
setting in place strategic guidelines and requirements for European member states.79
These strategies aim to reduce exposure to noise for as large a percentage of the
population as is possible, and are organised through protocols for noise mapping,
reporting and action planning.80 Member-states that do not comply with these
requirements are penalised through fiscal measures, thus the END asserts enforceable
imperatives that propel higher-level noise abatement initiatives on both a national and
regional level (EC

Communication on

Implementing European Community

Environmental Law 2008). This legislation also outlines procedures to develop action
plans through which local authorities can develop strategies to address specific goals and

77 I presented the public art commission The Manual for Acoustic Planning and Urban Sound Design (2013–
2020) as a poster within the International Conference on Acoustics (AIA DAGA) in Merano Italy, within the
final conference event of COST TD0804 (Kang et al. 2013, 203). The poster declared the early intent of
MAP, using the working title The Dublin City Acoustic Planning and Urban Sound Design Programme (Anderson
2013b).
78 The projects referenced in this section within the domain of remedial strategies contrast the
methodologies premised on urban sound art and critical spatial practices presented in the previous chapter.
79 The specific metrics related to decibel levels that lead to the one-dimensional nature of the directive
are detailed in Section 3.3.
80 The END provides examples of initiatives that might be implemented within action-planning,
including traffic planning, land-use planning, technical measures at noise sources, selection of quieter sources,
reduction of sound transmission and regulatory or economic measures or incentives (The Environmental
Noise Directive 2002, 23).
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objectives, and through which more generic strategies – such as the definition of quiet
areas – can be adapted in a given city or region.81, 82
Within the wider context of sound and urban space, the END is unique in that it is
instrumented not merely as a recommendation, but as a mandatory procedure. This
legislation exerts a dominant effect and informs a range of both supportive and critical
perspectives within the fields of urban sound design and acoustic planning.83 Beyond
these legislative instruments, there are few requirements or standards within the context
of urban design that clearly demonstrate how sound can be taken into consideration, with
the exception of protocols for managing sonic disturbances and building codes for
construction.84 The central influence of this legislation is thus a discipline-specific
characteristic that must be considered by new methodologies for urban sound design in
order to gain disciplinary support required for adoption.85 The END will be considered in
more detail in the next section of this chapter.

For more information on the eight quiet areas designated in Dublin in 2013, see the document Eight
Areas Nominated to the Minister for Environment, Community & Local Government in Dublin City for the Delimiting as
Quiet Areas and further documentation related to the definition of quiet areas available at:
https://www.dublincity.ie/sites/default/files/media/file-uploads/2018-07/QuietAreas_WebDoc.pdf
(accessed September 4, 2021) and https://www.dublincity.ie/residential/environment/role-air-qualitymonitoring-and-noise-control-unit/dublin-city-noise-maps/quiet-areas-dublin-city (accessed September 4,
2021). The declaration of these quiet areas coincides with the development of my public artwork The Manual
for Acoustic Planning and Urban Sound Design (2013–2020) and is further referenced in Section 5.6.
82 As an alternative to the relatively conservative methodologies that have been historically supported
through this framework, action planning related to the END could be re-conceived as a space for
experimentation with diverse methodologies for urban sound design and acoustic planning. More expansive
approaches to action-planning might complement other methodologies that have become standard within the
fields of noise control and environmental acoustics.
83 Indeed, the current chapter encapsulates a number of these perspectives, demonstrating how the
END influences a variety of urban sonic practices, and also how it might be considered from a more critical
perspective.
84 The separation of administrative processes related to environmental noise from the management of
noise complaints (from neighbours and other social situations) is evidenced by the separation of these two
functions within local authorities. For example, within Dublin City Council, environmental noise is associated
with the Air Quality Monitoring and Noise Control Unit while noise complaints (due to noisy neighbours,
traffic, roadworks, airports and other sources of disturbances) are routed to other departments and
authorities. See: https://www.dublincity.ie/residential/environment/air-quality-monitoring-and-noisecontrol-unit (accessed September 4, 2021).
85 The need to acknowledge the influence of the END within the field of urban sound design is
evidenced in much of the rhetoric leading to the definition of the Soundscape standard, which is discussed in
Section 4.2.
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Remedial strategies have a strong influence on emergent forms of urban sound
design and acoustic planning. This section has demonstrated that remedial strategies are
set in place in legislation to protect citizens from harmful noise, and to improve the sound
environment in cities. These strategies are established within interdisciplinary design
methodologies through both urban design praxis and the establishment of ongoing
pedagogical frameworks, as evidenced by the projects reviewed in this section. Within
focused research and design projects, smaller scale approaches to implementing remedial
strategies form the foundation of what are perceived to be innovative methods for
working with new technologies to improve the urban sound environment and increase
citizen awareness regarding sound. When viewed across these different scales of practice,
the predominance of remedial strategies within legislation, research and design can be
seen to inform much of the evolution of urban sound design and acoustic planning. As
these remedial strategies are established as a necessary course of action, they operate as
the dominant – and often solitary – impulse guiding the integration of sound within the
fields of urban design and planning. To better understand the roots – and the momentum
– of remedial strategies for urban sound design, the next section turns to a consideration
of environmental noise policy.
3.3

The Influence of the Environmental Noise Directive
The Environmental Noise Directive (2002/49/EC) (END) is the primary legislative

instrument86 set in place by the European Environment Agency (EEA) that exerts an
influence on the fields of environmental acoustics and environmental noise mitigation in

The Regulations, Directives and other acts section of the European Union website defines a directive as
“a legislative act that sets out a goal that all EU countries must achieve” (https://europa.eu/europeanunion/law/legal-acts_en; accessed July 5, 2021). The definition details the implementation of such directives
by stating that “it is up to the individual countries to devise their own laws on how to reach these goals”
(Ibid.).
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Europe, and that has therefore shaped the context in which new methodologies for urban
sound design and acoustic planning practices emerge. This section reviews the influence
of the END in more detail. My objective is not to develop a critique, to propose alternative
forms of legislation or to suggest that the strategies set in place through the END should
be dismissed. Instead, my goal is to re-considers the terminology and logic of the END,
to more precisely acknowledge the processes that it sets in place to support this
dissertation’s goal of exploring what I define as integrative sonic urbanism. The goal of
this analysis is to extract the underlying syntax of the END, viewing the END as a source
that can be tactically addressed within critical spatial practices.
Approaching the END as a source that informs more lateral approaches to urban
sound design as opposed to regarding this directive as a fixed document has been central
to my own working methodologies and will be explored in more detail primarily in
relation to my public artwork The Manual for Acoustic Planning and Urban Sound
Design in Chapter 5. Approaching the END as a site of production in itself extends
traditions of institutional critique that emerged within contemporary art practice since the
1960s and 1970s.87 Even as the END proposes a constrictive perspective of the urban
sound environment through its emphasis on noise,88 it remains a source of significant cues
that can be used to define practical interfaces with the dominant practices to which it is
linked. Thus, studying the END’s structure reveals the values set in place through the
systems it engenders. This section asserts that this focus on sound as a measurable
quantity defined in various metrics that emphasise measurability and calculability lead to
the datafication of the sonic experience of the city, in which remedial strategies and the

For an overview of institutional critique in the context of contemporary artistic practice, see:
Institutional Critique: An Anthology of Artists’ Writings (Alberro et al. 2009).
88 The limitations of strategic noise mapping and the END are often positioned as key reference
within artistic practice exploring urban sound design (Anderson 2012).
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achievement of specific noise levels targets distract from efforts to explore a more
holistic, subjective sonic experience. As the production of the sonic space of the city
becomes increasingly tied to these data-led processes, the systems set in place through
the END can be understood through the paradigm of the data city, which I define as
encapsulating the city’s spatial, social, analytic and administrative dimensions in Section
3.4. Seen within the context of the data city, the END is one of many processes focused
on data capture and analysis that informs planning policy and contributes to the
production of space.89
The END was developed as a result of the Resolution on the Commission Green
Paper on Future Noise Policy drafted by the European Parliament in 1997. This resolution
declared the objective “to encourage noise-reduction measures” and to address the need
for “an ambitious European noise-reduction policy in view of the fact that noise has a
serious effect on health and detracts from the quality of people’s lives” (Resolution on
the Commission Green Paper on Future Noise Policy 1997, B).90 The END is premised
on a definition of environmental noise as the “unwanted or harmful outdoor sound created
by human activities, including noise emitted by means of transport, road traffic, rail
traffic, air traffic, and from sites of industrial activity” (The Environmental Noise
Directive 2002, 13). A fundamental concept enforced within this definition is the
separation of the listener – and their sense of agency - from the concepts of the
environment and environmental noise. The END states that environmental noise does not
include “noise that is caused by the exposed person himself, noise from domestic

89 For example, data representing noise levels is often paired with data related to monitoring air
pollution. See: https://www.europarl.europa.eu/factsheets/en/sheet/75/air-and-noise-pollution (accessed
September 4, 2021).
90 This resolution responds to the Commission Green Paper on Future Noise Policy (COM(96)0540 C4-0587/96), the Commission’s 1996 work programme (COM(95)0512) and the Fifth Environmental Action
Programme (OJ C 138, 17.5.1993). The resolution both integrates and extends numerous regional initiatives
that existed prior to its drafting.
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activities, noise created by neighbours, noise at workplaces or noise inside means of
transport” (13).
The END defines the subject of noise within the urban context in quite certain
terms, and outlines methodologies that aim to progress from a condition in which
individual European countries each possess their own approach to noise mitigation
towards a greater degree of standardisation and homogenisation related to noise
management across Europe. The directive defines processes that must be enforced,
building on a remit of protection in regard to noise seen as a form of pollution. Its logic
is that without such protocols, considerations of sound (and noise) do not manifest as a
priority within the context of urban design and development given other factors involved
in the accelerated growth and densification of urban agglomerations. Indeed, the END
has come into being within the same timeframe as consistent observations and strategic
objectives defined in regard to the rapid urbanisation of Europe, and the shift of larger
percentages of populations towards urban areas (Urban Sprawl in Europe 2006; Eurostat
2016).
In terms of its structure, the intent of the END is defined within three core processes
that together propose a framework for addressing environmental noise in both urban and
rural areas in European Member States. The principal objective of the directive is “to
define a common approach intended to avoid, prevent or reduce on a prioritised basis the
harmful effects, including annoyance, due to exposure to environmental noise” (The
Environmental Noise Directive 2002, 13). This objective is to be accomplished through
three interleaved processes, that include “the determination of exposure to environmental
noise, through noise mapping, by methods of assessment common to the Member States”,
by “ensuring that information on environmental noise and its effects is made available to
the public” and through the “adoption of action plans by the Member States, based upon
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noise-mapping results, with a view to preventing and reducing environmental noise where
necessary and particularly where exposure levels can induce harmful effects on human
health and to preserving environmental noise quality where it is good” (13). Action
planning and public engagement support the primary objective of mapping and analysis,
which draws the most substantial resources in terms of time and funding.
The directive establishes requirements for urban spatial territories (defined as
agglomerations consisting of over 100,000 inhabitants and possessing a density that the
individual Member State considers as constituting an urban territory) and for
transportation infrastructure (which the directive separates into major roads, railways and
airports).91 This emphasis on both spatial territories that people inhabit as well as
transportation infrastructure reiterates the tension between the need for calm living
conditions and efficient transportation through which many issues relating to noise and
sound in the city arise.92 The directive’s reporting obligations are fulfilled through
Reportnet, an online database managed by the European Environment Information and
Observation Network (EIONET Website).93 This interface provides access to information
specific to different Member States, highlighting the directive’s initial definitions which

Within the END, major roads are defined as regional, national or international roads with more
than three million vehicle passages per year (The Environmental Noise Directive, 14). Major railways are
defined as railway with more than 30,000 train passages per year. Major airports are defined as having over
50,000 combined annual take-offs and landings (excluding smaller aircraft and flights used for training
purposes). By focusing its attention on these dominant transportation infrastructures, the END clearly
establishes its intended scale, and veers away from considerations of minor spaces and infrastructures.
92 This tension produced by the need for cities to simultaneously develop efficient transportation as
well as calm living conditions was previously alluded to in Section 2.3. This tension forms the basis of much
of the work that takes place to mitigate sound in the design and construction of domestic spaces (through
sound insulation and systems that minimise structure-borne vibration) as well as efforts to mitigate the sound
produced by transportation networks including highways, high-speed rail lines and airports.
93 The European Environment Information and Observation Network (EIONET) is a network
consisting of the EEA and the countries that are members within it. The EIONET Portal is a web-based
interface that provides access to reporting tools for managing data collection and related reporting. One
primary tool is Reportnet, “EIONET’s infrastructure for supporting and improving data and information
flows”, which “is based on a set of inter-related tools and processes which all build on the active use of the
World Wide Web” (EIONET Website). The service has been active since 2002. This network represents a
primary interface through which those working on a national level within different European countries
address noise pollution (along with other environmental issues). I attended two EIONET workshops and
meetings (in October 2014 and May 2017) to audit the discussions taking place in this domain.
91
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provide a certain degree of discretion to each member state in defining targets and
methodologies for noise mapping.94 Although the processes facilitated through these
online tools seem distant from the multisensory experience of the city that was brought
to the foreground trough the examples of artistic practice reviewed in Chapter 2, my own
practice consistently diverts attention to the abstract process of data collection and
reporting as components of the urban spaces in which they take place, as explored in
relation to my public artwork The Manual for Acoustic Planning and Urban Sound
Design in Chapter 5.
On a national level, the requirements of the END are distributed between
environmental authorities, transportation authorities, and regional and local authorities.95
These obligations are led by the production of strategic noise maps that provide visual
references that summarise noise levels for different regions that are calculated to reflect
the impact of selected noise sources on the population (Murphy and King 2014). These
noise maps are outlined as strategic tools as they can be compared to older maps in order
to assess the impact of various urban developments, noise-related action plans and other
changes in civic infrastructure. Strategic noise mapping thus aims to provide access to
the dynamics of the sound environment as geospatial information in a quantitative format

94 Within the END, Section 2.1 of Annex II describes the possibility of adapting national methods for
the determination of long-term noise indicators, with emphasis on introducing evening levels as separate
measurements and producing annual averages, while section 2.2 provides interim computation methods for
Member States that do not have established methods in place or that wish to adopt new methods (The
Environmental Noise Directive 2002). Issues related to different Member States’ abilities to fulfil the
requirements of different rounds of noise mapping were still an issue of debate in the EIONET meeting that
I attended in Belfast in May 2017. The itinerary for this EIONET workshop is available at:
https://forum.eionet.europa.eu/nrc-noise/library/meetings/eionet-noise-workshop-2017/meetingdocuments/final-agenda-17-may (accessed September 4, 2021).
95 In Ireland, the Environmental Protection Agency (EPA) is responsible for coordinating the END
with national Noise Mapping Bodies (NMB). NMBs include: Transport Infrastructure Ireland (TII), which is
responsible for national roads and the Luas tram; individual local authorities, which are responsible for nonnational roads; Irish Rail, which is responsible for larger rail infrastructure; Dublin Airport Authority (DAA),
which is responsible for Dublin airport; Dublin City Council, Fingal, Dún Laoghaire-Rathdown and South
Dublin County Councils, which are responsible for the Dublin agglomeration; and Cork City and Cork
County Councils which are responsible for the Cork agglomeration (Guidance Note for Strategic Noise
Mapping 2011).
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that can be easily integrated with other spatial data, and which can thus place the urban
sound environment in dialogue within processes related to urban planning and regional
development.
The standard procedure of producing noise maps relies on noise modelling
software, in which a variety of spatial information is leveraged to calculate noise levels
at specific locations (Deng et al. 2016). The data that are modelled represent the sound
pressure at precise locations as based on other GIS (Geographic Information System)
information that provides cues about the physical environment and the urban activities
that animate it, with an emphasis on transportation (Wang and Kang 2011). Information
required to produce noise maps includes the physical layout of streets and buildings, the
materials incorporated in various surfaces, and the flow of traffic through these areas (l
and Šaliūnas 2006). By generating data representing the noise levels in these different
locations it is possible to calculate several key metrics that communicate noise exposure
over time. Noise modelling can also be produced through the collection of noise
measurements through sensors,96 but reporting requirements (in terms of the frequency
and density of measurements required) makes this a challenging and costly prospect.97
Sensor networks that capture environmental noise readings in real-time are most often
used to relay information to databases for analysis in relation to corresponding values

This raises questions regarding whether the quantity of data collected allows for accurate modelling,
a concern which can be linked to wider discourse concerning decision making systems premised on
incomplete and biased data.
97 Creating noise maps via measurements instead of noise modelling software is more labour and
resource intensive. Noise monitoring often supplements this model of spatial representation. Sensor
networks that capture environmental noise levels at strategic locations within an urban agglomeration and in
the environs of transportation infrastructure capture and record information in real-time, establishing datasets
that can be cross referenced with other data created via noise modelling algorithms and other geospatial data.
These systems can be expanded to capture more nuanced information related to sound (Mendoza et al. 2018)
and can be contextualised within the larger paradigm of ubiquitous computing (Weisser 1993) and ambient
intelligence (Cook et al. 2009).
96
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predicted via noise modelling software, and occasionally made accessible to the public
(McArdle and Kitchin 2016).98
The END prioritises data modelling that is focused on the production of specific
metrics that have been chosen to guide decisions related to managing the impact of
environmental noise on both urban and rural populations. These key metrics – also termed
indicators - are Lden and Lnight, which represent the annual average noise level over day,
evening and night and the annual average night-time noise level respectively (EEA
Environmental Noise Briefing 2018).99 By collating this information with other GIS
information representing population density, it is possible to calculate how many people
are exposed to certain levels of noise over different timeframes. By comparing data
representing noise exposure within a given urban agglomeration (or in relation to a given
transportation infrastructure), it is possible for the responsible authority to choose where
to take action to develop strategies to reduce this exposure.100 This is – at least in theory
– the interface between noise data and decisions related to planning, zoning, housing,
transportation infrastructure and subsequently the articulation of the public realm. In
order to encourage feedback between the collection or generation of noise data, the END

98 For example, noise monitoring captured from ambient noise monitoring stations in Dublin is
publicly accessible through the open data portal DubLinked. See:
https://data.smartdublin.ie/dataset/ambient-sound-monitoring-network (accessed September 4, 2021).
99 L
den is often used to reference annoyance due to environmental noise, with a threshold set at 55db,
over which noise is considered to be a nuisance. L night is used to measure sleep disturbance, and is associated
with a threshold of 50db, over which noise-related conditions effect sleep. Data is measured using Aweighting, a frequency curve that is used to adjust the measured sound pressure levels to reflect the human
ear’s sensitivity to sound at different frequencies. These definitions are established in the Environmental
Noise Directive (2002). Despite the precision of these definitions, these values are difficult to communicate
with the public and within interdisciplinary design processes, as decibels represent a logarithmic scale (which
can be unintuitive to grasp through numbers alone) and because consistent points of reference concerning
these levels are not frequently provided.
100 There are many obstacles to implementing the procedures detailed by the END across a complex
territory as vast as Europe. Such issues drive debates amongst those developing strategic noise mapping
policy to coordinate methodologies for data modelling across various scales. Efforts to address these issues
are addressed by projects such as Common Noise Assessment Methods in Europe (CNOSSOS-EU)
(Kephalopoulos et al. 2012), which recognises that establishing “a common approach for assessing noise
levels in Europe is an important prerequisite for improving the effectiveness of implementing the
Environmental Noise Directive” (11).
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requires noise maps to be prepared and submitted within a reporting process that occurs
with five-year cycles, with the first two rounds of noise reporting occurring in 2007 and
2012.
Outlining these processes highlights the compulsory logic set in place through the
END. From the perspective of transportation and local authorities, these processes occupy
a prominent – and even a dominant – position that dictate how public space is mediated
in respect to the urban sound environment via the paradigm of environmental noise.
Building from the clear objective of reducing exposure to harmful noise, the process of
strategic noise mapping establishes both its own justification and momentum and comes
to occupy a central role that – at times inadvertently – distracts decision-makers from
engaging with a more holistic consideration of sound in relation to urban form and
morphology within the public realm (Maag, Bosshard and Anderson 2019). The synthesis
of remedial strategies and noise mapping constructs an armature that perpetuates itself by
establishing clear targets, setting in place quantitative modes of analysis and providing a
timeline for producing subsequent phases of work. Unfortunately, in the majority of
cases, this process does not foreground a feedback mechanism, an ability to become selfreflexive or a clear instinct to take into account the possibility of methodologies,
perspectives and working practices which its definition excludes.101
Through the END, the medium of sound is instrumented as a medium of analysis
as opposed to a medium of production. The END reduces the role of sound to a source
for measurement and quantification that by its very nature and incompleteness cannot

101 There are exceptions in which those involved in strategic noise management support the
development of alternative approaches to working with sound in the city. Colin Nugent, former head of the
EIONET network, supported this research, specifically in communications about my artwork The Manual for
Acoustic Planning and Urban Sound Design following it receiving The European Soundscape Award in 2014.
Brian McManus, the head The Air Quality Monitoring and Noise Control Unit at Dublin City Council, was
involved in conversations that informed crucial steps in establishing the work that I developed in
collaboration with this local authority, as detailed in Section 5.5.
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fully account for the complexity of the urban contexts that it seeks to address. Instead of
envisioning the practice of urban sound design and acoustic planning as encompassing an
oscillation between analysis and production, the END construes the urban sound
environment as a passive domain of analysis. As this dissertation activates urban sound
design as a mode of critical spatial practice that can be integrated within wider urban
practices, it foregrounds methodologies through which the urban sound environment is
approached not as merely a space of analysis, but also a space of production. Through
such a shift, urban sound design can become a field of active enquiry instead of a
mechanism for enabling and responding to the production of quantitative data. This is not
an easy task, as the processes established by the END do not arise in isolation but emerge
within a larger interdisciplinary and intersectoral transition towards the prioritisation of
data capture and analysis as a means of both understanding and mediating urban space.
3.4

Quantitative Approaches to Sound in the Context of the Data City
As evidenced in the previous section, the END continues to exert a significant

influence on the evolution of urban sound design within the European context. To
contextualise the impact of the END beyond the domain of noise and sound and within
the wider field of urban design and planning, this section introduces the data city as a
conception of the contemporary city that accounts for the increasing significance of datadriven processes, services and modes of governance within urban space. Considering the
END within the context of the data city supports a critical understanding of the modes of
listening currently established within the contemporary city, by demonstrating how the
prevailing methods for addressing sound in the built environment are complicit with a
larger transition in which our understanding of urban space is extended beyond physical
spaces and social processes to include data assemblages (Kitchin and Lauriault 2018),
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complex networks formulated as a composite of processes related to data capture and
analysis and systems in which these processes are fed back into spatial production.102, 103
Data modelling, analysis and related procedures of responsive action are not unique
to the domain of sound, environmental noise and the END. Urban space is increasingly
defined by efforts to expand capacity to respond to data captured from a variety of
dynamic sources. Data capture related to noise levels represents only a minor subset of
data-driven processes and infrastructures, which are developed to address traffic patterns,
social activity, air pollution, weather, the presence of digital resources and other qualities
of urban space that can be captured via sensors and stored as digital information (Rabari
and Storper 2015). The prevalence of these processes and the extent to which they are
integrated with the structure of the city itself is evidenced in paradigms such as the smart
city (Hall et al. 2000; Coe et al. 2001; Ballon et al. 2011; Picon 2015; Stimmel 2015) and
the senseable city (Ratti 2010; Martino et al. 2011), building on earlier research that
explored the intersection of the real and physical alongside the virtual and digital
(Mitchell 1995; Graham and Marvin 1996) and extending both utopian (McLaren and
Agyeman 2015) and dystopian (Vanolo 2016) agendas of projects that speculate on the
entanglement of technology and the physical form of the city.
The evolution of interfaces that mediate urban data through city dashboards
(Kitchin et al. 2015) and initiatives for open data (Kitchin 2014) alongside efforts to

Kitchin and Lauriault consider a data assemblage as “a complex socio-technical system that is
composed of many apparatuses and elements that are thoroughly entwined and whose central concern is the
production, management, analysis, and translation of data and derived information products for commercial,
governmental, administrative, bureaucratic, or other purposes” and continue that “a data assemblage consists
of more than the data system or infrastructure itself, such as a big data system, an open data repository, or a
data archive, to include all of the technological, political, social, and economic apparatuses that frame their
nature, operation, and work” (2018, 8).
103 This idea that the city is produced or defined by code can be traced back to earlier sources. Amin
and Thrift assert that “the modern city exists as a haze of software instructions” and that “nearly every urban
practice is becoming mediated by code” (2002, 124).
102
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deploy crowdsourcing (Zappatore et al. 2017) and to manifest the concept of the citizenas-sensor (Goodchild 2007) support the integration of data-driven processes as they
contribute to the reformulation of the democratic potential of the city (Rouvroy and Berns
2013). Simultaneously, the establishment of processes related to data acquisition on a
ubiquitous scale at multiple levels of both public and private spaces gives rise to issues
related to surveillance and privacy (Adey et al. 2013; Zuboff 2015), and foregrounds
issues of autonomy and control. As these processes are integrated within higher levels of
urban governance and polity (as well as within more intimate and individualised regimes
of data extraction), the operational logic of the data that is captured, the metrics that are
selected to analyse this data and the methods through which these processes are enabled
to influence the production of space (as well as the structuring of legislation and policy)
comes to shape the form of cities and more complex urban regions.104 Critical
perspectives concerning the influence of data on everyday life (Kitchin 2021) reveal the
extent to which these processes are influenced by various biases (D’Ignazio and Klein
2020).
As concepts such as the smart city and the senseable city carry specific values and
affiliations,105 I will define the data city as a conception of urban space in which data
related to the physical, digital and experiential layers of urban space are understood as
simultaneously influencing and being influenced by the form and structure of the

104 It is relevant to remain attentive to issues concerning scale alongside these claims, particularly as I
am building this discussion so as to contextualise the END, which is a complex international directive.
Differences that pertain to small cities, large cities and more complex mega-cities and urban agglomerations
must be considered alongside these more general assertions.
105 Manifestations of the concept of the smart city are characterised by a functionalist optimism
regarding the role of technology in enhancing the city in terms of efficiency, commerce, health and social
equity. This definition of the smart city has been recently critiqued and expanded through ReaLsMs (Real
Smart Cities; Grant agreement No.777707), a three-year Marie Skłodowska-Curie Action focused on the
development of a critical perspective on the Smart City and Smart City discourses through critical humanities
research and innovation. See: http://realsms.eu/ (accessed September 4, 2021). The concept of the senseable
city is aligned with the directive of the Senseable City Laboratory at MIT under the direction of Carlo Ratti.
See: http://senseable.mit.edu/ (accessed September 4, 2021).
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contemporary city. Through the concept of the data city, it is possible to critically assess
how data related to different dimensions of the city (seen as both as an infrastructural and
an experiential entity) are integrated in the analysis and production of urban space and
polity. This conception of the data city supports a union of perspectives concerning the
intersection of data-driven processes with urban geospatial forms and the complex usescenarios produced by those who occupy and reside within them. This conceptualisation
of urban space draws from recent efforts to explore the data city in relation to the
humanities (Fitzpatrick 2020) and digital art (McGarrigle 2021) as well as from the
prominent work of sociologist and philosopher Henri Lefebvre concerning the social
production of space, and the triadic relationship between perceived space, conceived
space and lived space that underpins urban form and experience (Lefebvre 1991).106
This concept of the data city encapsulates perspectives that both affirm and critique
the possibilities afforded the city through data capture, and thus supports a versatile
consideration of the data-driven processes set in place by the END. Seen through this
lens, processes of data modelling and analysis not only inform but actually become the
primary methods through which the city defines its perspective concerning sound in line
with other urban processes. The concept of the data city thus provides a means of
registering the significance of data processes related to the administrative and
representational imperatives of central authorities (e.g., noise monitoring and mapping
processes related to the END) alongside those generated on an individual, collective or
community basis. Furthermore, this paradigm acknowledges the coexistence of both
centralised and decentralised processes related to the representation and production of the

My conception of spatial practice is also drawn from Lefebvre (1991), while the term critical spatial
practice is introduced through the work of architectural historian, cultural critic and writer Jane Rendell (2008).
Rendell’s conception of critical spatial practices integrates considerations drawn from architectural enquiry,
public art discourse and critical spatial theories (e.g., De Certeau and Lefebvre) to define tactics that probe
the production of space.
106
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urban sound environment that take place in parallel, at times in cooperation and at other
times in opposition.107
The processes defined by the END to address sound on the urban scale are premised
on the process of strategic noise mapping, and on methodologies that prioritise the
production and analysis of geo-spatial data to arrive at decisions that aim to influence the
planning of the built environment in response to sound. As these processes proliferate and
become integrated within other systems and infrastructures that can be understood
through the concept of the data city, considerations of how sound contributes to the
subjective, embodied perception – and production – of urban space become increasingly
obscured and must therefore struggle to gain attention and support. As the processes that
constitute the data city influence how urban space is mediated and transformed across a
range of disciplines, the momentum of methodologies set in place by the END persists.
New initiatives that seek to address the urban sound environment therefore continue to
be influenced either explicitly or implicitly by data-driven imperatives (as evidenced by
the projects analysed in Section 3.6).
Reconsidering the objectives of strategic noise mapping in the context of the data
city leads to a closer understanding of how these processes are employed to attend to
urban aural conditions. Planning authorities that are required to engage with these
methodologies are coaxed to identify design priorities based on a singular perspective of
sound, and thus remain fixated on the remedial strategies that these methodologies assert
instead of seeking to incorporate more dynamically defined considerations of sound that

This definition of the data city does not foreground a concise model comprised of discrete
components; indeed, it is premised on drawing attention to overlapping processes. The data city is not a
metaphor that seeks to resolve complexity; instead, it alludes to the copresence of a variety of urban actors
who contribute to the development of affinities between the production and analysis of data and the
production and analysis of urban space.
107
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can be activated within the city-making projects they are engaged with. As they are
required to fulfil the requirements set in place by the END, local authorities in particular
are unlikely to devote resources towards working with sound within other contexts. In
part, this is why the contextualisation of the END through the paradigm of the data city
represents a crucial step in developing urban sonic arts and urban sound design projects
that aim to effect larger scale change. Leveraging an awareness of the END within the
domain of the data city grants more critical, artist-led spatial practices greater relevance
to urban decision makers, as it offers cues through which to contextualise new forms of
practice within a wider urban perspective. The forms explored throughout my practice
(specifically the three projects that most actively contribute to this research – The Manual
for Acoustic Planning and Urban Sound Design, The Office for Common Sound and
Continuous Drift) operate according to this strategy, by leveraging critical consideration
of policies and legislation relating to the END, local action planning, and strategic noise
mapping and developing new forms of production that take into account the critical
potential of the concept of the data city.108
With these observations in mind, it is possible to reflect on what the END produces
in terms of urban spatial tendencies. Noise modelling asserts an urban sonic perspective
premised entirely on the pursuit of data of a specific type (the noise levels and metrics
defined by the managing authority). The collection of this data shifts the city’s focus away
from acknowledging a need (or even a potential) to register the intricacy, nuances, causes
and effects of the sounds that take place within specific environments, as they are not

108 The icon for MAP references the END quite directly. The form portrays different permutations of
an abstract shape derived from the location of the fourteen ambient noise monitoring stations present in
Dublin in 2013, thus questioning the abstraction of the urban sound environment through the processes
maintained by the city. I describe this in more detail in Section 5.5 and in Appendix B (Section 1). My public
artwork The Office for Common Sound (OCS) integrated discussion of the END quite directly in its second
iteration at The National College of Art and Design in Dublin (2019), using the END as itself a symbol of
top-down approaches to the analysis of the urban sound environment, which the project itself sought to
work away from. This is discussed in Section 6.6 and in documented in Appendix C (Section 2).
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captured or noted through the methodology that is prescribed.109 Significantly, social,
cultural, political and territorial aspects of sound (and even noise) as connected to specific
communities and activities are not effectively registered. The space that is represented is
entirely dependent on the process of noise mapping itself, and on the choice of algorithms
and data that are incorporated in the production of these models. Although this process is
commonly presented as a stable quantitative approach, it could alternatively be perceived
as entirely abstract, as it is divorced from the spatial and cultural realities of the urban
milieus that it addresses. Indeed, it is this observation which underpins much of the
rhetoric that shaped my public artwork The Manual for Acoustic Planning and Urban
Sound Design, which will be discussed in Chapter 5.
As the definition of the city becomes increasingly inclusive of processes related to
data capture, analysis and response, the strategic noise mapping processes that have
become embedded in city management through the END can be understood as part of the
city itself. The city is not enabled to hear itself, but only to attend to its own sounding.
Furthermore, the city is captivated by the mechanism that has been set in place to
reconcile with its sonic and acoustic dimensions and is thus systemically eager to
maintain the remedial strategies that it has come to prioritise.110 Within the emergent
rhetoric of the data city, the processes set in place by the END thus articulate a dominant
interface between the city and the sound environment.

109 Noise levels stored as GIS layers might be analysed in relation to other geospatial data and crossreferenced to explore more nuanced spatial relationships; however, such a process still remains distant from
addressing the situated dynamics of urban space, as Section 4.3 and Section 4.4 will discuss in relation to the
concepts of urban ambiances and urban atmospheres, respectively.
110 This statement asserts that the END is premised on a process of abstraction (Lefebvre 1991, 49),
which does not take into account the richness of embodied experience of being in the city and instead seeks
to address this experience through metrics and data (Beer 2016).

99

3.5

Critically Reassessing Remedial Strategies for Urban Sound Design
As demonstrated in Section 3.2, new methodologies for urban sound design

frequently emphasise an intent to extend beyond the imperatives of the END, and to
transcend the limitations outlined in Section 3.4 in relation to the momentum of
methodologies understood through the concept of the data city. This objective is shared
by a variety of practitioners whose efforts encourage urban decision-makers (as well as
the public) to more actively consider sound within their experience of the spaces that they
design and occupy. While this dissertation pursues these objectives through the definition
of a new mode of critical sonic and spatial practice, other practitioners seek to advance
beyond the END through different rhetoric, often retaining a focus on remedial strategies
to articulate new methodologies for ameliorating the sound of the city. This section
reviews four projects representative of this mode of practice,111 underscoring how the
objectives of these projects contrast those of my own work (for example the urban sound
installation Continuous Drift), as they work to resolve different aspects of the
environment(s) in which they are instantiated instead of establishing opportunities for
critical urban enquiry.
The first project I will review in this context, Sounding Brighton, is a practice-led
soundscape research initiative that took place in Brighton and Hove between 2011 and
2014. The project was led by Lisa Lavia (director of the UK Noise Abatement Society)
and a range of collaborating researchers and practitioners (Lavia et al. 2016, 247).112 It
evolved as a pilot study led by the UK Noise Abatement Society, incorporating methods

111 These projects are indicative of current trends in this field of practice. Although there are a
proliferation of comparative studies of sound installations and urban sound art developed in the context of
contemporary sound art (LaBelle 2006; Ouzounian 2008; Krogh Groth and Schulze 2020), the projects
explored in this section are not as frequently considered through critical or comparative research.
112 Other practitioners who contributed to Sounding Brighton include Francesco Aletta, Östen Axelssön,
Simon Bannister, Donna Close, Max Dixon, Matt Easteal, Jian Kang, Harry J. Witchel and Carina Westling
(Lavia et al. 2016, 247).
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derived from urban sound installation practices to introduce new sounds within an
underpass near a nightclub.113 This temporary intervention explored whether the addition
of sounds (both composed and also derived from the pre-existing sound environment)
could improve ‘antisocial conditions’ which occurred in this space during the night
(248).114 The project’s methodology foregrounded the development of sonic interventions
using different sounds within the underpass and conducting subsequent measurements
and analysis of the behaviour of passers-by. This analysis focused on pedestrian speed
and the amount of time they spent in the space to evaluate how the introduction of
different sounds altered the space’s dynamics.
Sounding Brighton demonstrates a mode of urban sonic intervention that is not
premised on a quantitative perception of noise or on efforts to silence pre-existing sounds
to achieve an improved experience. However, the project positions the format of the urban
sound installation as a tool for modifying behaviour to reduce an undesirable activity and
can thus be understood as being informed by remedial strategies premised on the pursuit
of corrective objectives. The project seeks to control, instead of to activate, and is thus
markedly different from the space defined through my urban sound installation
Continuous Drift, which is premised on encouraging agency.
Initiated by soundscape researcher Brigitte Schulte-Fortkamp in 2010, Nauener
Platz, Berlin similarly borrows from sound installation techniques but foregrounds the
role of citizens in contributing to the design of sounding infrastructure that is intended to

Sounding Brighton received support from members of the European Union COST Action TD0804
network and members of the International Organization for Standardization (ISO), as well as Brighton and
Hove City Council and the UK Noise Abatement Society (Lavia et al. 2016, 249). Efforts related to the
development of the ISO soundscape standard are discussed in Section 4.2. Sounding Brighton is also considered
in the publication Soundscape and the Built Environment (Kang and Schulte-Fortkamp 2016)
114 A closer reading of this project highlights a focus on interdisciplinary research and collaboration
(Lavia et al. 2016). However, the design objectives relating to deterring antisocial behaviour are problematic,
as they demonstrate a coercive directive that does not adequately seek to understand the behaviours observed
in the site of the intervention.
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improve the qualities of a specific location (Schulte-Fortkamp 2016, 267).115 The project
is sited within a modest park flanked by apartment buildings in the Mitte district of Berlin.
The design team invited residents of adjacent building (also users of the park) to
participate in interviews and soundwalks (269). This methodology prioritised the
development of qualitative parameters to describe the experience of listening and the
perceived quality of the sound environment within the park at specific locations. These
activities were complemented by the creation of a conventional noise map of the area, as
well as a map focused on more nuanced psychoacoustic parameters defined to better
represent the dynamics of the sound environment from a human perceptual perspective
(270).116 Based on this site-specific research, the design team developed a series of
‘audio-islands’ - small sound installations that park-goers can activate by triggering short
loops of natural sounds that play through integrated loudspeakers permanently installed
at key listening points integrated in public furniture. The objective was to improve the
quality of the perceived sound environment of the park without trying to overpower
adjacent noise sources, “to introduce sounds that will not mask unwanted sounds but draw
attention away from the road traffic to nature” (Kang and Schulte-Fortkamp 2016, 184).
Nauener Platz, Berlin transcends noise mapping techniques but remains reliant on
remedial strategies, as it is premised on the construction of a binary set of values in which
the positively identified sounds of nature are used to divert attention away from the
negative connotations of the sounds of the city. These methodologies are challenged by
the urban sound installations developed by Max Neuhaus introduced in Sections 2.5 and

115 The project Nauener Platz, Berlin is also included in the publication Soundscape and the Built
Environment (Kang and Schulte-Fortkamp 2016) and linked to the ISO soundscape standard (ISO 12913
Series on the Soundscape 2018). The project received The European Soundscape Award in 2012.
116 The two psychoacoustic parameters chosen for this mapping exercise were sharpness and
roughness. “Sharpness considers the spectral shape of a noise, and roughness calculation is a nonlinear
modulation analysis with a specific weighting with respect to frequency and modulation rate” (Kang and
Schulte-Fortkamp 2016, 184).
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2.6, which position new sonic elements in a closer, interdependent dialogue with other
urban infrastructures and sonic dynamics to produce new forms of urban spatial
experience.
The inclusion of residents’ experience within urban sound design processes
explored in Nauener Platz, Berlin is further elaborated within urbanist Antonella
Radicchi’s mobile application Hush City, launched in 2017 (Radicchi 2017; Radicchi et
al. 2018).117 The Hush City app encourages users to participate in a collective process of
identifying everyday quiet areas within the city, which can be discovered by other users
who are seeking calm and respite. This objective is communicated directly to the app’s
users, empowering them to become active participants in an urban design process: “By
using this free mobile app, you will contribute to making quietness available to all those
who appreciate it and you will generate open data, which can be exploited by policy
makers and planners to monitor and protect the quiet areas crowdsourced” (Hush City
Website).118 The app allows its users to activate their mobile devices as noise meters to
capture measurements within the locations they explore. Users upload images to identify
each location and enter qualitative data in order to categorise the location, describe the
presence of social interaction and reference other interpersonal sounds and
communications.

Hush City was developed prior to 2017 via a pilot project in Berlin, and subsequently adopted
within the city’s Noise Action Plan 2018 – 2023 (Radicchi et al. 2018). Efforts to integrate this project
alongside soundscape research and local action planning demonstrate how strategic projects can activate
intersectoral links and influence local noise-related legislation.
118 For an overview of methodologies and issues related to crowdsourcing urban data, see
Crowdsourcing Geographic Knowledge: Volunteered Geographic Information (VGI) in Theory and Practice (Sui et al. 2013).
Precedents for locative project and services such as the Hush City app can be traced to early locative media
artworks. For example, see The Tactical Sound Garden Toolkit by the artist Mark Shepard (2006), a project
developed for mobile devices that encouraged its users to ‘plant’ sounds in specific locations that could be
experienced by others using a collaborative software system deployed on mobile devices (Behrendt 2006, 5).
117
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The Hush City app demonstrates an ambition to extend top-down procedures of
noise mapping and municipal identification of quiet areas towards a citizen-centred
approach that leverages the subjective responses of individuals to re-evaluate the city
through sound. However, as with Sounding Brighton and Nauener Platz, Berlin, Hush
City maintains a remedial agenda, as it positions the pursuit of quiet (as a resource) as its
solitary objective. In Section 5.5, I explore how more critical forms of urban sound design
(for example my public art commission The Manual for Acoustic Planning and Urban
Sound Design) can work alongside similar remedial strategies to activate an
understanding of the city’s sound environment as a resource that extends well beyond its
capacity to offer quiet in contrast to noise.
Radicchi’s project seeks to advance a citizen-led perspective within urban sound
design methodologies, a strategy that more recently informed a study for a sonic
intervention in an urban park in Ghent (Van Renterghem et al. 2019). The designers
developed an interactive system with loudspeakers integrated in the park through which
people could create and adjust layers of selected natural sounds via a mobile application,
tuning the sound environment to a desired level which could then be evaluated by others
using the app. The goal of the project was defined as exploring methods for using ICTs
(Information and Communication Technologies) to address “inappropriate” sound
environments by adding “positively-perceived” sounds.119 The designers discovered that
users placed an emphasis on using the system to mask surrounding traffic noise, to
balance natural sounds (indicating a tendency to prioritise the sounds of songbirds), and
to “optimize the signal-to-noise ratio of the added natural sounds in the frequency range

Despite its attempt to integrate considerations of the plural perspectives of those who engage with
it, this project replicates a rigid binary between ‘inappropriate’ sounds and ‘positively-perceived’ sounds in
order to define a design methodology that seeks to develop a concerted progression from the former towards
the latter.
119
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between 2.5 kHz and 8 kHz”. This intervention again emphasises an intent to ameliorate
the experience of the sound environment, in this case through the use of “augmented
natural soundscapes”, which the designers position as “an efficient methodology to
improve the perception of urban public spaces” (Van Renterghem et al. 2019, 1).
The methodology illustrated through this project in Ghent foregoes traditional noise
mapping in favour of a dynamic approach to developing an instantaneous and sited
feedback mechanism through which users contribute to the improvement of the
experience of sound within the park. The work bears similarities to the interactive
capacity of Continuous Drift; however, as illustrated with the other projects introduced
in this section, it remains rooted in an objective to improve the conditions of its site of
production, instead of seeking to more actively explore how sound can be used to develop
new forms of urban space and urban experience.
The four projects reviewed in this section are indicative examples of a growing field
of urban sound design initiatives that extend beyond conventional noise mapping while
still reinforcing remedial strategies. While each of these projects marks significant
methodological advancements within the field of urban sound design, they remain
constrained by objectives premised on the need to improve and to remedy the existing
sound environment, and to position sound as a means of improving social dynamics
within these spaces. These forms of design remain aligned with remedial strategies, and
do not access the diversity of experiences foregrounded through interventions such as
Continuous Drift, the urban sound installations of Max Neuhaus or the artists and
researchers whose work was reviewed in Section 2.7. They do, however, reveal a sense
of shared urgency in regard to exploring new methodologies and contexts for urban sound
design.
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3.6

Tactics to Advance New Strategies for Urban Sound Design
The previous sections of this chapter established the predominance of remedial

strategies within the field of urban sound design and aligned this tendency with the
increased focus on data capture and analysis within wider domains of urban planning and
governance. This section proposes tactics for developing urban sound design
methodologies that draw from references to these established remedial strategies to
discover more critical forms of spatial practice. This mode of synthesis integrates
consideration of the range of practices covered in the current and the previous chapter
and contributes to the rhetoric employed by the public artworks The Manual for Acoustic
Planning and Urban Sound Design and The Office for Common Sound that are discussed
in Chapter 5 and Chapter 6. I will define a set of three guiding coordinates to support the
development of such methodologies:
▪

Integrating considerations of projects defined on different scales

▪

Retaining an awareness of remedial strategies and the instrumentation of urban
sound design within the context of the data city, even if these strategies do not
directly match the objectives of new forms of urban sound design

▪

Critically reviewing existing remedial strategies in order to discover deficits
where new forms of urban sound design can take root

These three coordinates represent tactics through which urban sound design can
evolve as a critical and multi-scalar practice that is capable of addressing both universal
and specific urban design contexts.
The first coordinate is to integrate considerations of projects developed at different
scales. This chapter has presented a range of initiatives that focus on the role of sound in
the city, ranging from the pan-European scale of the END to concise sonic strategies
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implemented to address specific urban contexts. The chapter has considered globally
distributed mobile applications alongside ICT-systems embedded in specific urban
locales. The inclusion of strategies that prioritise the artistic practices and urban sound
installations considered in Chapter 2 extends this range of initiatives further. These varied
projects are developed to address different criteria, responsibilities and working
methodologies, and are often considered in isolation. By considering them together and
by using them to question, critique and refine each other, new spatial perspectives are
brought to the surface. Such a multi-scalar approach contributes more rigorously to the
ambition of forming new methodologies for urban sound design that can be activated
within the complex domain of the contemporary cityscape. A synthesis of research
developed by artists, urbanists and those working in higher-level legislative initiatives
can only take place through such multi-scalar initiatives, as artistic practice is rarely
applied at a large scale, while legislative initiatives and directives such as the END require
focus on large urban agglomerations and transportation networks and rarely have the
latitude to work towards more specific potentials.
The second coordinate is retaining an awareness of remedial strategies and the
instrumentation of urban sound design within the context of the data city, even if these
strategies do not directly contribute to the objectives of new forms of urban sound design.
A clear observation of how the medium of sound has been instrumentalised in this manner
can strengthen new projects by foregrounding a critical awareness of the wider
disciplinary context in which they are established. Through this logic, it is possible to
progress beyond the limitations of perceiving existing projects and design methodologies
as discrete solutions, and to see them instead as components of ongoing processes that
constitute the operational urban context in which new initiatives must be implemented.
Developing this awareness provides a more adept means of addressing the iterative
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process in which current noise mapping strategies influence the urban space in which they
are employed, shaping this space to reinforce their own predetermined imperatives.120 By
adopting this tactical perspective concerning the context in which urban sound design
strategies are set (i.e., from shifting from a perception of the city as a purely physical or
acoustic space towards an understanding of the city as inclusive of its data-driven
representational processes and responsibilities), more progressive forms of urban sound
design can be developed.121 These forms of design must leverage an awareness of existing
noise- and sound-related imperatives to gain a foothold in active urban design processes,
as well as in relation to existing legislative initiatives.122 By strategically achieving this
level of integration, more critical forms of urban sound design can become sustainably
embedded within urban design and planning practices without relying on legislative
requirements to be enforced. Indeed, this is one of the principal tactics used to define the
public artwork The Manual for Acoustic Planning and Urban Sound Design, which is
discussed in Chapter 5.
The final coordinate is scrutinising the universalising tendencies of specific
remedial strategies to identify areas of focus that current urban sound design strategies
neglect. For example, as both remedial strategies and strategic noise mapping initiatives

Tracey P. Lauriault describes this processing of looping in Ontologizing the city (2017), posing
questions such as: “How is a city translated into code and data, and how does that code and data transduce
and reshape the city” (171). Lauriault’s approach to urban data and urban space builds from Ian Hacking’s
analysis of the looping effects of psychiatric classifications (Hacking 2001), by explaining “how a data
ontology or model comes into existence and how that can reshape that which has been classified” (182).
121 Indeed, the inclusion of processes of data capture, processing and analysis within the definition of
the city is not necessarily aligned with the optimism espoused by the paradigm of the smart city; instead, an
understanding of the data city might support more nuanced and critical forms of urban sound design that this
dissertation pursues as its core objective.
122 This tactic of working to strategically embed emergent projects within legislative contexts is
evidenced by Antonella Radicchi’s Hush City app being adopted by the City Council of Berlin (2018) and
Limerick (2020-2021) (Hush City website), as discussed in the previous section of this chapter. This tactic is
also evidenced by my project The Manual for Acoustic Planning and Urban Sound Design being actively referenced
within European Environmental Agency policy documents (Noise in Europe 2014). Establishing these
references helps these new strategies gain traction and supports the possibility for their further
implementation.
120
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associated with data capture prioritise quieting the city, it is productive to envisage
implementing instances premised on an inverse procedure. Existing modes of urban
sound design and acoustic planning embody processes of silencing in which a variety of
individuals, communities and urban processes are denied agency in contributing to the
production of the urban spaces that they occupy. By reviewing existing strategies that
have been implemented on local, national and international scales), it is possible to
quickly reveal inverse strategies that can be employed to diversify the field of urban sound
design. If there is a tendency to work towards larger scale normalising gestures that
prioritise the establishment of healthier experiential conditions for as large a demographic
as possible, an emphasis on modes of design that foreground the role of specific
individual listeners, locales and architectural contexts – that operate not through silencing
or smoothing out but through working to amplify, to provoke, and to produce difference
– can become the seeds of more progressive urban sound design methodologies. Such
emergent methodologies can activate and empower a variety of often overlooked urban
actors.
These three coordinates can be used to define critical urban sound design
methodologies. By working on multiple scales, retaining a critical focus on existing
remedial strategies, and searching for neglected potentials for design, it is possible to
progress alongside remedial strategies instead of working to displace or reject them.
These coordinates outline how to efficiently assimilate existing methodologies as a
foundation from which to build more critical and progressive forms of urban sound
design. Furthermore, they outline an inclusive methodology that welcomes input from the
professional communities that are active within this field and are curious to address the
growing potential of artistic and critical spatial practices in the domain of sound and urban
space. Indeed, it is these tactics that contribute to my definition of the concept of
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integrative sonic urbanism in Chapter 4 and to the strategies that root the practice-led
enquiries developed in Chapter 5 and Chapter 6.
3.7

Conclusion
This chapter demonstrated the extent to which the field of urban sound design is

influenced by remedial strategies, the evolution of strategic noise mapping and the
Environmental Noise Directive (2002/49/EC). The chapter outlined the healthy city and
the data city as models of city-making and urban governance that impact the objectives
of urban sound design practices and account for the dominance of quantitative approaches
to the analysis of sound in urban space. The multidisciplinary considerations that the
chapter proposed reveal an adaptive methodology that supports the wider enquiry
developed through this dissertation. The notion that an emergent field of practice such as
urban sound design can be identified not only through the methodologies that it produces
but also through the tactics through which it seeks to leverage other disciplines and
production contexts, both theoretical and practical, is a vital concern. Indeed, a focus on
these tactics underlies much of my own practice, in particular the projects The Manual
for Acoustic Planning and The Office for Common Sound. The analysis of these projects
developed within Chapter 5 and Chapter 6 is premised on the observations developed in
this current chapter.
Before progressing to a discussion of these projects, the next chapter works
outwards from the conception of environmental noise and the healthy city by integrating
prevalent concepts concerning the relationship between the urban sound environment and
other forms of urban spatial practice and urban experience. Just as this chapter proposes
an inclusive methodology in which contradictory positions coexist and give rise to
productive tensions, the next chapter brings together these four concepts – the soundscape
standard, urban atmospheres, urban ambiances and acoustic territories – so as to distil an
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adaptive conceptual model for addressing sound and space. This concept is identified as
integrative sonic urbanism.
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Chapter 4: Crafting A Pluralistic Approach to
Urban Sound Design
4.1

Introduction
Chapter 4 builds from the critical reflections developed in the previous chapter by

reviewing four dominant conceptual models that are used to explore the subjective
experience of sound – as well as methodologies for its qualitative evaluation and
assessment – within the context of urban space and the built environment. The chapter
establishes that these four conceptual models – the soundscape standard, urban
ambiances, urban atmospheres and acoustic territories – each emerge from a specific
practical and disciplinary context, and thus possess their own motivations and objectives
through which they interrogate the relationship between sound and urban space.
The chapter begins by examining the ISO 12913 series on the soundscape standard
that has evolved since 2013, illustrating how efforts to define a standardised methodology
for the qualitative assessment of sound in urban space betray a tendency to limit more
pluralistic approaches to urban sound design. The chapter then turns to the concept of
urban ambiances as it has been formalised through the praxis of Le Centre de Recherche
sur l’Espace Sonore et l’environnement urbain (CRESSON) in Grenoble, illustrating how
this concept draws attention to the role of sound within a wider multi-sensory enquiry
related to the design and experience of urban space. This consideration of urban
ambiances leads to a discussion of urban atmospheres, a concept that is contextualised
through the work of Gernot Bohme and Tonino Griffero alongside a range of architectural
practitioners to explore the experience of sound as it exists between listener and
environment. The chapter then explores the potency of the concept of acoustic territories
and acoustic territoriality, drawing from the work of Brandon LaBelle and Jacob
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Kreutzfeldt. Acoustic territoriality is revealed to be an expansive and adaptable
conceptual tool for connecting considerations of sound with other dimensions of urban
space, specifically in relation to issues of power, influence and control. The chapter
concludes by defining integrative sonic urbanism as a new methodology to support the
evolution of urban sound design practices, through which diverse approaches to the
conceptualisation of sound and urban space are maintained in order to support the
production of heterogeneous approaches to working with sound in the city.
4.2

Securing a Qualitative Methodology: The Soundscape Standard
To progress beyond processes focused on quantitative data capture and analysis to

address sound in urban space is a complex task. Indeed, as introduced earlier in Section
3.4, it is this ambition that has driven the recent development of the soundscape standard.
The development of this standard represents a coordinated effort to establish a universal
methodology for addressing the complex relationship between sound, listener and space
via the concept of the soundscape, a methodology for soundscape analysis and a
methodology for soundscape evaluation. Between 2014 – 2020, efforts to establish this
standard have leveraged a range of practices that extend back to the origins of the
soundscape concept as formulated via the World Soundscape Project in the 1970s.123 The
development of the standard builds on the sustained usage of the soundscape concept
within the field of urban sound design as a foundation through which to coordinate
interdisciplinary research that responds to the lack of formal methodologies for
qualitative assessment of the urban sound environment, and which demonstrates how
such a response can be integrated in spatial planning projects in which such formal

123 The World Soundscape Project and the discipline of acoustic ecology are discussed in detail later in
this section.
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standards are required.124 This section considers the significance of the soundscape
standard, and examines how its continued development impacts the wider fields of urban
sound design and acoustic planning. I assert that this standard is at once a necessary
advancement but simultaneously an obstacle that draws awareness from more nimble
forms of critical spatial practice that are needed to advance the evolution of the field of
urban sound design.
As introduced in Section 3.2, the efforts compiled by Jian Kang and Brigitte
Schulte-Fortkamp in Soundscape and the Built Environment (2016) probe the changing
relationship between quantitative and qualitative approaches for the analysis of the urban
sound environment.125 The projects initiated within and referenced by their research are
drawn together to support the development of a series of inter-related standards for the
soundscape concept, the soundscape methodology and procedures for soundscape
analysis.126 The standardisation of this concept – and by extension these methodologies
– calls attention to the potential of a replicable methodology that supports an analysis of
the urban sound environment premised on subjective criteria. This methodology can be
positioned as a supplement or as an alternative to quantitative methodologies premised
on a strict analysis of noise indicators. The formal establishment of this standard
anticipates that such a new qualitative methodology can be incorporated within policy

124 The link between the soundscape standard and the historical evolution of the soundscape concept
is evidenced throughout this section.
125 This publication encompasses research documentation compiled from a specific set of affiliated
researchers working in the field of environmental acoustics and noise control engineering and represents the
final output of the four-year European COST research project TD0804 Soundscape of European Cities and
Landscapes.
126 These efforts are realised as an ISO (International Organization for Standardization) standard
comprised of ‘Soundscape - Part 1: Definition and conceptual framework ‘(ISO 12913-1:2014), ‘Soundscape Part 2: Data collection’ (ISO/TS 12913-2:2018) and ‘Soundscape - Part 3: Data analysis’ (ISO/TS 129133:2019). Formed in 1947, ISO works to “give world-class specifications for products, services and systems, to
ensure quality, safety and efficiency” (https://www.iso.org/about-us.html; accessed September 4, 2021).
Information on the ISO standards involving soundscape can be found in the ISO Standards Catalog in
section 17.140.01 “Acoustic measurements and noise abatement in general”
(https://www.iso.org/ics/17.140.01/x/; accessed September 4, 2021).
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and legislation as well as within research and seeks to position this concept so that it can
be adopted for integration within built environment projects that would benefit from such
standards.127
Efforts to define the soundscape standard draw substantially from research within
the field of architectural and environmental acoustics and noise control (Brown, Kang
and Gjestland 2011; Schulte-Fortkamp 2012; Zhang and Kang 2007). The concept of the
soundscape defined through this research differs from the purely spatial implications of
the sound environment or the acoustic environment, and instead suggests a perceptual
construct that activates the listener’s role within a combined spatial and acoustic
environment. Kang and Schulte-Fortkamp (2016) outline the concept as follows:
[T]he soundscape of a place is a person’s perceptual construct of the acoustic
environment of that place. That place will be a physical, often outdoor, area (or
space or location) that will have certain visual and other properties as part of its
human-made or natural environment. [...] A person undertaking some activity in
this place experiences auditory stimulation from the acoustic environment and
interprets the auditory sensations arising from this stimulus. [...] The resulting
perceptual construct of the acoustic environment can be termed the soundscape.
The soundscape has the potential, within that particular context, to evoke responses
in the individual and result in outcomes that can be attributed to it. (19)

This definition elaborates an effort to address the subjective experience of sound in
relation to the listeners’ experience of the built environment. Simultaneously, it illustrates
a potential for vagueness and complexity (both traits that can make this concept difficult

127 Such standards are required in order to enforce the implementation of these methodologies via
legislative measures, as the standard theoretically offers a concrete methodology for implementation and
evaluation. They also gain traction within projects in which commercial urban design and development firms
must communicate with private clients concerning the benefits of addressing sound through such subjective
analysis. As such, the methodologies associated with the soundscape standard are poised as options that
acoustic design firms and urban design consultancies might begin to offer to clients on a project-to-project
basis, following the standardisation of these methodologies over the past several years.
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to adopt within the applied design contexts in which it is intended to operate). To reinforce
an approach to employ this concept in practice, this formulation of the concept of the
soundscape is supported by the soundscape methodology. This methodology prioritises
processes in which the soundscape is documented through soundwalks and interviews
with inhabitants or other expert-users with experience of a given area of study, which are
integrated in a process of triangulation in which they are combined with physical
measurements and surveys led by soundscape investigators.128
Observations derived using the soundscape methodology can be aggregated and
analysed to derive methods through which to alter or adapt the acoustic characteristics of
specific environments. Such methods for adapting an environment in this regard could
include altering a setting’s physical parameters to modify its acoustic qualities,
suggesting changes to the architectural program of a setting and thus adjusting the way
that it is used or adding new sounds via electro-acoustic or natural means so as produce
a desired outcome within the soundscape as perceived by those who occupy a given
space.129 The complexity of this methodology – in regards to the interdisciplinary
protocols that it incorporates – implies that its execution requires professional consultants
trained in soundscape design, who might be referred to as soundscape architects (Kang
and Schulte-Fortkamp 2016, 36 – 37). The implications of these terms are that

Details concerning the soundscape methodology can be found in ‘Soundscape - Part 2: Data
collection’ (ISO/TS 12913-2:2018) and ‘Soundscape - Part 3: Data analysis’ (ISO/TS 12913-3:2019) in the
ISO Standards Catalog in section 17.140.01 “Acoustic measurements and noise abatement in general”. See:
https://www.iso.org/ics/17.140.01/x/ (accessed September 4, 2021).
129 The final chapter of Soundscape of the Built Environment, titled Applied Soundscape Practices, documents
several examples of these methods through case studies of projects in Brighton and Hove, Sheffield, and
Berlin, in Sounding Brighton (Lavia et al. 2016), Soundscapes of Waterscape and Squares on the Sheffield Gold Route
(Kang and Hao 2016), and Nauener Platz: Soundscape Approaches, Public Space Perception and Enhancement, Drawing
on Experience in Berlin (Schulte-Fortkamp 2016). Several of these projects were referenced in Section 2.7, in
order to develop an overview of contemporary approaches to urban sound design. Alongside the work of the
core researchers involved in producing the book, an early stage of my project The Manual for Acoustic Planning
and Urban Sound Design is the only applied example of urban soundscape practice to be referenced, discussed
under the title Dublin City Acoustic Planning and Urban Sound Design Programme (Anderson 2015a). This illustrates
the relatively small sample set of projects in which these concepts have been evolved through substantial
practice-led initiatives, versus through conceptual discourse and research prototypes.
128
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soundscaping is a specialised procedure that requires a professional trained in this specific
methodology in order to effectively integrate a consideration of context and subjectivity
when assessing the experience of sound in space.
By placing focus on the relationship between the individual listener and the sound
environment in which they are situated, the soundscape standard seeks to advance beyond
efforts that conceive of the sound environment as a discrete entity formed as the
summation of a multitude of specific sound sources that is capable of being measured
through average noise indicators. As demonstrated in Chapter 3, such quantitative
methodologies persist through momentum gained from legislative imperatives to reduce
exposure to environmental noise (particularly within dense urban agglomerations) and
are predicated on standardised methodologies for the measurement of such environmental
noise. In contrast to the soundscape methodology, noise measurements can be efficiently
applied and evaluated, through software modelling. As such, quantitative methods
engender predictable, more universal strategies for reducing noise that can be replicated
in a multitude of architectural and urban design contexts in order to achieve readily
demonstrable results. These strategies to suppress noise are familiar within the context of
architecture, civil engineering and urban design and range from the construction of noise
barriers along busy roads (thus reducing noise at its source) to the integration of tripleglazed windows in residential buildings (an effort to diminish noise at the receiver). In
both of these cases, a demonstration of how each infrastructural adjustment reduces
exposure to unwanted sound by a certain number of decibels can be presented as a means
of improving the quality of the sound environment. The absence of subjective
considerations within these methodologies makes them (theoretically) efficient to

117

replicate and enforce on a variety of scales to mitigate noise that arises as the by-product
of other urban functions and activities.130
Taking into account the subjective experience of sound alongside the vast range of
context-related factors that influence how sound (and even noise) can be perceived by
specific listeners is a more complex process, which is time and resource intensive and has
thus remained historically absent in urban acoustic planning processes. As evidenced in
Section 3.3, the city (as an entity) has come to listen – or more precisely, to attend – to
the sound environment through noise mitigation. By reconciling itself to this dependency
on noise mitigation, the city inadvertently enacts a response to an infinite assemblage of
sounds without ever encountering their meaning, and without addressing the role of these
sounds as a component of urban space. This process furthers a lack of subjective
consideration and perpetuates a mode of attending to sound that is abstracted from the
urban citizen’s perspective; it is detached from both the individuality of the listening
subject and the specificity of the sounds that arise in the city. It does not address
differences in how sounds are perceived based on what they represent, the role that they
play within the temporal and spatial context in which they occur or how they are affected
by individual listeners’ personal sensibilities and cultural predispositions. Although noise
maps provide easy tools for urban planners to integrate with other GIS information in the
context of spatial planning, these tools establish a working methodology in which the
individual is left behind. Placing emphasis on the unacknowledged experience of the
individual listener can re-orient focus on the unrealised potential for the discipline of
urban sound design and can trigger a wider transdisciplinary realisation that indicators

Despite these claims, quantitative approaches to noise analysis and reduction are not always easy to
implement, as they are frequently introduced as corrective gestures at late stages of design processes (or as
afterthoughts to previous design processes) and thus require significant resources in order to achieve the
desired results.
130
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for average exposure to noise levels are inadequate tools to address the complexity of
sonic experience within urban design. Aspects of these ambitions are shared between my
own practice – including projects such as Continuous Drift, The Manual for Acoustic
Planning and Urban Sound Design and The Office for Common Sound – and the evolution
of the soundscape standard, although these two bodies of work pursue these ambitions
through markedly different methodologies.
Both the conceptual roots and many of the more practical objectives of the recent
establishment of the soundscape standard can be traced to The World Soundscape Project
developed by researchers Raymond Murray Schafer, Barry Truax and their colleagues at
Simon Fraser University in the early 1970s, and to Schafer’s subsequent research
culminating in the publication of The Tuning of the World in 1977.131 Within this
research, the concept of the soundscape is initially positioned as a reaction to existing
attitudes to noise pollution and as a tool to facilitate an interdisciplinary shift “from
industrial design to acoustic design” (Schafer 1993, 4). This original formulation of the
soundscape concept integrates structures and sensibilities derived from experimental
musical composition and related listening practices to reimagine how to coordinate and
support the sounds of everyday spaces and activities. The discipline of acoustic ecology
that arose through these initial efforts was consolidated through the World Forum for
Acoustic Ecology (WFAE) in the early 1990s (Wrightson 2000), serving as a platform to
support the work of a range of practitioners and the evolution of the soundscape concept.
The WFAE continued to expand, retaining a loose focus on the original concepts
developed by Schafer and Truax while developing further emphasis on soundwalks and

Recent soundscape research often acknowledges the roots of this concept through references to
earlier soundscape works, notably early publications affiliated with the World Soundscape Project including:
The Book of Noise (Schafer 1970), A Survey of Community Noise By-Laws in Canada (Schafer et al. 1972), The Music of
the Environment (Schafer 1973), The Vancouver Soundscape (Schafer 1973), Five Village Soundscapes (Schafer 1977)
and A European Sound Diary (Schafer 1977) and A Dictionary of Acoustic Ecology (Schafer 1978).
131
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interviews as methods to complement projects that explored notions of place through
electro-acoustic compositions based on minimally treated location recordings. The
evolution and expansion of this field of practice presented an open framework as opposed
to a uniform methodology, which has been both validated and critiqued within more
recent art and design criticism. The role of artistic practice within this field has however
remained central. Indeed, soundscape researchers Helmi Järviluoma and Noora Vikman
(2013) note that “it is a peculiarity of the field of acoustic ecology that both artists and
researchers work in the same field of inquiry”, particularly through the domain of the
soundwalk as it integrates artistic methods derived from both site-specific and community
art (648).
The propagation of discourse that is structured around the persistent use of key
terminology is central to the dissemination of soundscape research. This is notable as
consistent terminology for discussing the spatial presence and experience of sound
beyond specialist physical and psychoacoustic terms is virtually non-existent. Indeed,
Schafer’s glossary for The Tuning of the World (1977) clearly defines a series of such key
terms. The soundscape itself is defined as the sonic environment (in whole or in part),
which is expanded to “refer to actual environments, or to abstract constructions such as
musical compositions and tape montages, particularly when considered as an
environment” (272). This definition alludes to the primary role that electronic music
production and theory has played within the articulation and development of soundscape
research.132 Other concepts listed in the glossary operate by extending the linguistic
relationship between soundscape and landscape, for example the term soundmark, which
“is derived from landmark to refer to a community sound which is unique or possesses

132 Many of the primary outputs of early soundscape research were formalized as electro-acoustic
music compositions, performances and releases, as evidenced in the early work of soundscape composers and
researchers R. Murray Schafer, Barry Truax and Hildegard Westerkamp.
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qualities which make it specially regarded or noticed by the people in that community”
(272). Also evident within this glossary is a tendency for the discipline of acoustic
ecology specifically (and soundscape studies more generally) to enforce stratified
conceptualisations of sound in the urban context via a polarised distinction between sound
made by humans (and by the city), and sound associated with the natural environment.
The central binary leading to this polarisation are the terms hi-fi and lo-fi (abbreviations
for high fidelity and low fidelity), as a means of differentiating favourable and
unfavourable acoustic conditions. Urban space is often described as possessing lo-fi
characteristics as it is typified by an unfavourable signal-to-noise ratio where “signals are
overcrowded, resulting in masking or lack of clarity” (272). Conversely, “hi-fi conditions
are associated with the natural sound environment, where sounds may be heard clearly
without crowding or masking” (272). Although these terms facilitate a consideration of
sound within different working disciplines, they foster predictable results in which the
sounds of the city are differentiated from the sounds of nature.
As they evolved from these origins, acoustic ecology and soundscape studies
became a means of consolidating a variety of divergent practices. The sustained
endurance and proliferation of this field – and of the concepts that lie at its core – grant it
a privileged position within enquiries exploring the relationship between sound, space
and the built environment. This historical expansion of soundscape practices between the
late 1970s and the present is paralleled by the evolution of the soundscape standard
between 2010 – 2020, insofar as this more recent process demonstrates a similar tendency
to operate through the assimilation of a range of creative practices. As the standard
assimilates less prominent research and design projects to contribute to its methodology,
it steers these projects towards common objectives, motivated by an objective to construe
a standardised gesture as opposed to building confidence in fostering a multitude of
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approaches to proliferate. Kang and Schulte-Fortkamp (2016) demonstrate this process
of assimilation, as evidenced earlier in this section and within several of the case studies
presented in the previous chapter in Section 3.4.
Linking the historical roots of the soundscape concept to its current evolution
through the development of the ISO soundscape standard highlights uncertainties that
underlie the assertive propagation of the concept, its accompanying terminologies and the
design methodologies that it sets in place. Jacob Kreutzfeldt (2009) draws attention to
criticisms surrounding soundscape research, highlighting the historical tensions that
emerge through the diverse usage of the term soundscape within the context of acoustic
ecology as well as within other disciplines. Kreutzfeldt notes that “a certain distance
towards Schafer’s work exists, both outside the WFAE, as well as inside, despite the fact
that the soundscape term is often employed with or without reference to Schafer’s book
The Tuning of the World” (12). He notes that the term soundscape has “become standard
in attempts to place the auditive world of experience on an equal footing with the visual”
and that “its elaboration and basis in Schafer’s practice is only rarely subject to reflection,
let alone criticism” (12). Through its casual usage as a neologism and its identification
with a host of overlapping practices, the term soundscape becomes a conceptual prop for
a range of sonic and spatial enquiries. The unfocused usage of the term has at times
become fractious; indeed, the term’s inconsistent identification has received significant
criticism. Kreutzfeldt compiles several critical reactions to the term’s usage and to the
concepts that it embodies, referencing historian Emily Thompson’s attempts “to cleanse
the term of its ecological and noise-critical ideology” (Thompson quoted in Kreutzfeldt
2009, 14) as well as anthropologist Tim Ingold’s outright critique of the term in Against
Soundscape (2007). The concept of the soundscape must thus be understood both through
its effective interdisciplinary propagation as well as through its lack of a stable definition.
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Recent soundscape research and practice is limited by this volatility, as it contradicts the
ambition to formalise a soundscape standard. This is contrasted by my own methodology
of establishing a mode of integrative sonic urbanism in Section 4.6, which demonstrates
a pluralistic definition that encourages a more critical engagement with the multi-layered
urban contexts within which it is applied.
The soundscape standard seeks to set in place a replicable methodology through
which to address the relationship between sound, space and experience. As such, the
standard both explicitly and implicitly homogenises minor approaches to working with
sound in the urban context and encourages decision-makers to conceive of the application
of the soundscape standard as a singular solution that can be employed to extend remedial
strategies for urban sound design and quantitative approaches to the analysis of the urban
sound environment. The development of the standard asserts a significant pressure on the
field of urban sound design, while its successful propagation can be seen to limit the
potential of other forms of practice to emerge. As such it is markedly different from the
more open form of integrative sonic urbanism that I evolve later in this chapter. At the
same time, the soundscape standard is premised on the appraisal of subjective qualitative
data, and thus remains difficult to actualise within applied design scenarios involving the
construction of new spaces which cannot be subjected to such rigorous appraisal.
4.3

Activating the Sensory Background: Urban Ambiances
Following from this discussion of the focused agenda articulated through the

soundscape standard, I will turn to the study of urban ambiances to consider how this
concept suggests a more open framework for exploring the role of sound in the context
of urban space. The section outlines how urban ambiances draw attention to the manner
in which elements comprising the sensory background are understood as supporting the
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production and experience of urban space,133 and thus serve to integrate the sonic with
other multi-sensory considerations of everyday urban experience.134
This section traces the roots of the concept of urban ambiances through research
that has converged through Le Centre de Recherche sur l’Espace Sonore et
l’environnement urbain (CRESSON) in Grenoble. These efforts to establish urban
ambiances as a conceptual tool emerge not through environmental acoustics or sound art
but through urban geography, sociology and architectural praxis, and provide an
interdisciplinary platform through which to activate research exploring the relationship
between sound and urban space.135 I demonstrate that as applied within the fields of urban
geography and urban design, ambiances suggest a means of retaining a sensitivity to
nuanced urban forms and diverse design objectives, in contrast to the binary opposition
of hi-fi and lo-fi conditions (and the tendency to regard different spaces as being
characterised by favourable or unfavourable soundscapes) that frequently manifests
within soundscape discourse, as demonstrated in the previous section. This reveals how
urban ambiances suggest that the relationship between sound and urban space must be
understood through embodied experience. As they invoke a multitude of dynamic

The concept of ambience plays a significant role in the context of music, sound art and urban
media, framed through discourse focused on subjects as diverse as the genre of ambient music (Adkins et al.
2019) and the effect of distributed visual media systems in public space (Papastergiadis 2016). Within sound
art discourse, the valorisation of a more benign form of ambience has been critiqued (Kim-Cohen 2013),
emphasising a need to address artforms that more clearly empower audiences to question the modalities
through which they are produced and disseminated. The subject of urban ambiances advanced in this section
marks a different enquiry, one which fully acknowledges the furtive role of ambiance in the context of
architecture and urbanism, fields in which such concepts have traditionally been excluded from rigorous
consideration.
134 The ephemeral qualities of urban space that might be associated with urban ambiances are diverse.
Examples include the interplay of light and shadows that activate the architecture of a specific urban quarter,
the combination of tactile sensations that arise from the use of specific materials in the composition of
architectural and ground surfaces and the intermingling of different scents that pervades different sections of
the city. Urban ambiances provide a means of integrating diverse multisensory considerations within urbanist
discourse.
135 Founded in 1979 and based within l’École Nationale Supérieure d’Architecture de Grenoble,
CRESSON’s research has developed around the efforts of researchers including Jean-François Augoyard,
Pascal Amphoux, Grégoire Chelkoff, Jean-Paul Thibaud and Henry Torgue. CRESSON is part of Le
Laboratoire AAU (Ambiances Architectures Urbanités), alongside the Urban Architecture Nantes Research
Centre (CRENAU) in Nantes.
133
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perspectives through which sound and space can be evaluated, urban ambiances surpass
simple modes of quantitative analysis and suggest an understanding of urban experience
that exceeds methods of data capture and spatial representation affiliated with the data
city. Alternatively, by granting analytic form to what are otherwise ephemeral urban
qualities, urban ambiances can be seen as a cue to establish more complex parameters
and data sets that attempt to capture these dynamics, to be employed in environmental
simulations and spatial analysis.
The relationship between urban ambiances and discourse concerning sound and
architectural space extends from research methodologies developed to communicate
about sound between different disciplines, and maintains the interdisciplinary instincts
developed through these foundational efforts. The publication of À l’écoute de
l’environnement. Répertoire des effets sonores in 1995 (Augoyard and Torgue 2005)
proposed a foundation for such communication by detailing a methodology premised on
the use of sonic effects as a conceptual design tool. Sonic effects are descriptors used to
describe specific aural and acoustic situations and phenomena. These descriptors are
articulated textually with respect to the disciplines within which they carry meaning in
the categories: ‘Psychology and Physiology of Perception’, ‘Physical and Applied
Acoustics’, ‘Sociology and Everyday Culture’, ‘Musical Aesthetics’, ‘Architecture and
Urbanism’ and ‘Textual and Media Expressions’.136 They are further grouped into
subcategories of elementary effects, compositional effects, mnemo-perceptive effects,
semantic effects, psychomotor effects and electroacoustic effects, and also categorised
within major and minor groupings, with the former serving as primary concepts that can
be used to communicate about a majority of spatial contexts, while the latter refer to more

136 These categories are applied universally to all of the different sonic effects, although the length of each
section varies in relation to the authors’ exposition of the given category and context.
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nuanced instances. Major effects include omnipresent occurrences such as Filtration,
Mask, Resonance and Reverberation, while minor effects classify more specific such as
Anticipation, Colouring, Distortion, Echo, Intrusion, Narrowing, Release and
Suspension.137 Presented as a set of references, sonic effects provide a range of cues to
understand sound within different contexts both in terms of sonic experience and sonic
production, placing an emphasis on exploring sound in relation to architecture and the
built environment.
The integration of sonic effects within urban design projects thus invites (and
requires) a sustained attempt to foster a taxonomic interface through which different
professions converge on an understanding of sound in everyday urban settings. If
employed over time and integrated alongside other planning objectives, the adoption of
this methodology could support the development of tools to effectively address the
potential of sound within particular architectural, urban, and social contexts. Indeed, the
early work at CRESSON converged on such objectives to encourage new models of
listening in the city, granting architects and urban designers a means of more precisely
addressing sound in a variety of spatial contexts (Amphoux et al. 1991; Chelkoff et al.
1991; Chelkoff 1996).
In the mid-1990s, the CRESSON research team began to explore the concepts of
ambiances and urban ambiances, marking a move to understand sound within a broader
multi-modal conception of architectural and urban space. Thibaud (2002) defines urban
ambiances in relation to a place’s sense of situation, mood, and sensory background,
noting that “if the ambience surrounds and submerges us, it necessarily results in
perception from the inside, which throws doubt on the possibility of the subject stepping

137 These sonic effects are listed in entirety in the introduction to Sonic Experience: A Guide to Everyday
Sound (Augoyard and Torgue 2005).
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back from his or her environment” (2).138 Urban ambiances open an expansive, embodied
spatial consideration, placing us “in immediate contact with a situation in its entirety” and
involving “an ecological approach to perception” (2). Urban ambiances thus instigate an
enquiry that intersects with the objectives of both the soundscape standard as described
in the previous section, as well as with techniques related to the development of
subjectively defined urban sonic experience via artist-led sound installation practices
described in Chapter 2.
Urban ambiances connect considerations of sound to a variety of other multisensory
spatial experiences, which together constitute our experience of urban space.139 Working
through references to luminous ambiances, sound ambiances, thermal ambiances and
olfactory ambiances, Thibaud (2002) invokes Maurice Merleau-Ponty asserting that “all
perception is only the perception of something accompanied by the relative nonperception of a horizon or background, that it implies but does not thematise” (MerleauPonty quoted and translated in Thibaud 2002, 10). Urban ambiances foreground urban
space as formed of both objects and processes, both of which can be perceived as a
foreground to the other’s background. Medium-specific modes of ambiance – which
account for a variety of sensory background information and experience – can be
described through the more holistic concept of urban ambiances. This understanding
serves as a foundation for a variety of interdisciplinary enquiries that explore the multimodal experience of urban space (Amphoux et al. 2004). Sound contributes to urban
ambiances and is thereby positioned as a vital component of architectural design and

138 The variations ambiance and ambience are both used within earlier texts developed by the research
team at CRESSON, as evidenced in this publication (Thibaud 2002).
139 The potential of reconsidering urban space through a focus on different sensory experiences and
associated infrastructures formed the focus of the exhibition Sense of the City: An Alternative Approach to
Urbanism, curated by Mirko Zardini at the Canadian Centre for Architecture (CCA) in 2005. For more
information on this exhibition and the accompanying book, see:
https://www.cca.qc.ca/en/events/2807/sense-of-the-city (accessed September 4, 2021).
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consideration. Through urban ambiances, sound is validated as a quality that can be
experienced, represented and supported through design. Designing space to provide (or
to produce) certain ambiances is thus a central – and sustainable - task for the urban sound
designer to pursue in the context of more traditional architectural design and urban
development.
Due to their ubiquitous role in supporting both the design and the analysis of urban
space, urban ambiances have propagated as a model to reimagine the classification,
representation and development of the city within a variety of research projects and
practice-oriented frameworks. Urban ambiances serve as a guiding principle to explore
sound mapping in urban space (Mccaffertey 2016), mobility (Woloszyn and Leduc 2010),
sensory qualities of districts undergoing urban renewal (Milliot 2013) and social tensions
that arise through changes in the sensory dimensions of the city (Di Croce 2017). Urban
ambiances provide a platform for discourse on complex urban transformations, for
example the expansion of commercial sectors that integrate branding techniques within
the public realm via intensive multi-sensory advertising campaigns (Löfgren 2014). By
crystalising a syntax through which to organise representations of such spatial
transformations, urban ambiances provide urban researchers, geographers and designers
a means of addressing the emergent dynamics of the city, as they exceed more traditional
methodologies of spatial representation. As urban ambiances elevate the importance of
sonic considerations in relation to specific spatial contexts, they help to demarcate
discrete sites through which urban sound design can be integrated with other dimensions
of city-making processes.
In addition to supporting the integration of urban sound design within other urban
practice, urban ambiances contribute to the development of new methodologies for
mapping multi-sensory impressions of the city (Piga et al. 2016), and to studies that
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employ emergent virtual reality technologies and ambisonic sound to explore urban space
through multi-sensory modelling and simulation (Signorelli 2014, 2015). Within this
context, urban ambiances provide a lens through which to aggregate large sets of
information representing multi-sensory impressions of a given spatial context, and to shift
focus and attention towards the complexity of the relationship between sensory
perception and the built environment as it determines subjective experience. The concept
thus informs the evolution of computational tools used to model complex attributes of
urban space, which are developed to provide increasingly accurate multi-sensory models
that support urban planning processes and architectural projects (Leduc et al. 2011). This
clarifies a potential of urban ambiances to support the imperatives of the data city through
processes related to the analysis of more nuanced datasets, and to encourage the use of
new methods for modelling and simulation as requirements for urban design practices to
introduce this domain of practice to clients and other collaborators.140
Given its role as a centralising concept, the articulation of a rigorous definition of
urban ambiances that can be integrated into universal urban design scenarios is an
understandable objective. Attempts to pursue this definition through experiments with the
concept’s interdisciplinary integration date back to the concept’s origins (Peneau
1991).141 More recently Piga et al. (2016) explored the uptake of the concept of ambiances
within various disciplines – including architecture, urban planning, computer science,
philosophy, environmental psychology, anthropology, ethnography and sociology –
through expert interviews, seeking to identify key features that could be used to advance

140 Although urban ambiances are utilized in this research considering new methodologies for
simulation, it is important to retain a critical awareness of the limitations of such modelling and the problems
that arise from an over-reliance on data driven models. This topic receives significant attention in recent
research exploring the limitations of artificial intelligence (Cheney-Lippold 2017).
141 The concept’s origins might be traced back further to the Situationist Internationale’s explorations
of psychogeographic ambiences, notably in Guy Debord’s Guide psychogéographique de Paris: Discours sur les
passions de l’amour (1957).
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a more readily-applicable interdisciplinary methodology to support consideration of
ambiances in universal design applications.142 The authors note:
The main feature of the ambiance that emerged from this study is that it is always
situated in space and time (here and now), and it is strongly affected by personal
and collective experiences, which are influenced by the historical, social and
cultural dimensions. In any case, even if it is possible to share the general idea of a
specific ambiance, it is impossible to define the totality of the elements that
contribute to generate it. (371)

The potential of urban ambiances thus exceeds lexical definition; it is only through
embodied experience and knowledge that the full potential of urban ambiances can be
comprehended. This assertion problematises research that pursues the ambition to
position urban ambiances as a tool to guide the analysis and representation of the city via
the summation of vast quantities of discrete data, or that they seek to simulate and to
replicate specific ambiances. The individual’s sensory – and auditory – experience of
urban space and of the city is too tightly interwoven with their subjective experience.
Peneau (2012) alludes to an alternative method for calling attention to the relevance of
urban ambiances by demonstrating the iconic role of specific hybrid architectural forms,
such as those developed by Philippe Rahm143 and Diller Scofidio + Renfro,144 which offer

Individuals approached in these interviews worked in professions included architecture, urban
planning, computer science, philosophy, environmental psychology, anthropology, ethnography and
sociology (Piga et al. 2016, 371).
143 The architect Phillippe Rahm explores atmosphere (and ambiance) through developing projects
focused on the modulation of climatic and meteorological conditions, including temperature, humidity and air
quality. Completed in 2018, Rahm’s design for the 70-hectare Jade Meteo Park in Taichung, Taiwan
exemplifies this approach to atmospheric design and intervention by augmenting the site’s natural
microclimatic variations with interventions that increase coolness, dryness and better air quality for the
benefit of its visitors (Rahm 2014, 3.303).
144 The architectural firm Diller Scofidio + Renfro’s project The Blur Building presents an iconic
atmospheric spatial intervention. Presented at Swiss Expo 2002 in Yverdon-les-Bains, Switzerland, the
project involved a form comprised of mist generated by 35,000 high-pressure nozzles and a responsive
system that regulated mist output based on local climatic conditions. Positioned on Lake Neuchâtel, visitors
could enter the form via a slender access bridge, where they would become immersed in the mist. For more
information see: https://dsrny.com/project/blur-building (accessed September 4, 2021).
142
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exemplary models through which to infer the potential of ambiances through visual form
as well as explicit and implicit multisensory experience. As such hybrid and extended
architectural forms (that incorporate elements of heat and vapour, respectively) can be
seen to activate a consideration of urban ambiances, the same is certainly true for urban
sound installations such as Neuhaus’ Times Square and my own work Continuous Drift.
These installations employ sound to activate and to alter the urban ambiance of the sites
that they occupy, not to simulate or recreate an idealised (or indeed, even a specific)
ambiance, but by instead articulating sensory dynamics that are left to the individual to
experience and to decipher as they relate to urban form. In doing so, these installations
highlight the potency of urban ambiances to draw attention to complex urban dynamics
that are difficult to address through other urban architectural and infrastructural forms.
The role of urban ambiances in the context of urban sound design is thus twofold.
The concept can be leveraged towards the pursuit of expanded subsets of data that capture
a multi-modal impression of urban space to be employed in methodologies for urban
analysis, simulation and production. Alternatively (and more significantly), urban
ambiances support experiential design and communication, drawing attention to
embodied sensory research. These two manifestations of the concept present a tension
that resonates with the core enquiry addressed by this dissertation within the fields of
urban sound art, urban sound design, and acoustic planning. Can these subjective
dimensions of urban space (whether more general urban ambiances or more specific aural
and acoustic forms) be understood through increasingly adept forms of sensing, data
collection, and modelling? Or is their potential within the context of spatial design rooted
in the retention of a sense of ambiguity, which can be understood – and promoted – as an
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asset that contributes to the wider urban environment?145 As this section has evidenced,
practice stemming from the concept of urban ambiances maintains these questions and
reformulates them within different research and design contexts. Indeed, Thibaud (2019)
continues to assert that the potential of ambiance lies in its ability to encapsulate lesser
qualities, situations and conditions, as “it defies any summons that is too final, any
approach too essentialist, because its existence is fragile and precarious, fleeting and
evanescent” (175).
4.4

Between Listener and Environment: Urban Atmospheres
As evidenced in the previous two sections, developing an account of the

relationship between listener and environment is central to the task of design and
intervention involving sound and urban space. The last section demonstrated how the
concept of urban ambiances begins to account for urban artefacts as occurring both in the
foreground and the background, offering a means of approaching urban sound design as
occupying such intermediate spaces; yet there remains a need to more actively address
the relationship between these spatial forms and the urban subject who encounters them.
This section explores the concept of urban atmospheres as a tool for addressing these
relationships. The section integrates an understanding of this concept as developed by
Gernot Böhme and Tonino Griffero, who trace urban atmospheres in the field of
aesthetics and in relation to more discrete spatial practices with support from Juhani
Pallasmaa and Peter Zumthor, who discuss the concept more specifically through the
context of architectural theory and practice.146 The section positions the concept of urban

145 These questions recall anthropologist Shannon Mattern’s concerns in A City is Not a Computer
(2017), which counters the belief that the intangible aspects of urban life (and by extension in the current
context, urban ambiance) can be captured, quantified and modelled as data.
146 Drawing from Böhme, Griffero, Pallasmaa and Zumthor to develop a consideration of
atmospheres in relation to architecture and urbanism builds from a range of formal overlaps that have
emerged through their ongoing exploration of this subject. Specifically, the work of Böhme and Pallasmaa
have featured prominently in urban sound studies, for instance in Bohme’s presentation Aesthetic of
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atmospheres as a tool for deciphering sound as it relates to these in-between phenomena
and simultaneously consider the relevance of such to further an understanding of
contemporary urban form.
Before this section progresses, it is useful note the relationship between urban
atmospheres and urban ambiances. Both urban ambiances and urban atmospheres provide
a means of representing sensorial perspectives of architectural and urban spaces,
encompassing multi-modal observations that fuse spatial and structural considerations
with cues concerning subjective perception, including reference to the sonic, olfactory,
tactile as well as visual qualities of a space.147 The concepts bear similarities, and have
(at times) been used interchangeably within texts in the field of urban sound design and
sensory urbanism,148 although they emerge through different discourses and support
different relationships between perceiving subject and spatial context. Indeed, both
concepts foster an expansion of the ocularcentric methods of representation that are
prevalent in the fields of architecture and urban design, suggesting that the sense of vision
should not be disregarded but instead reconsidered in different modes (for instance
through peripheral vision versus retinal vision) and positioned in collaboration with the
other senses rather than sustained in isolation (Pallasmaa 2012).149

Atmospheres during the Tuned City festival in Brussels (2013) and Pallasmaa’s keynote presentation Touching the
World: Vision, Hearing, Hapticity and Atmospheric Perception in the conference Invisible Places: Sound, Urbanism and
Sense of Place held in São Miguel Island (2017).
147 The concept of a multi-modal perspective of urban and architectural space is discussed in Juhani
Pallasmaa’s book The Eyes of the Skin: Architecture and the Senses (2012).
148 The terms urban atmosphere and urban ambiance are often used interchangeably (and even in support
of definitions of each other). Within the context of this dissertation, I distinguish between these terms in
order to access the different contexts through which they emerge and to use each term to place emphasis on
a different aspect of considering sound within an urban spatial context.
149 The potential of multi-sensory experience in relation to the interaction between the body and
architectural form lies at the heart of Pallasmaa’s praxis. He asserts: “The eyes want to collaborate with the
other senses. All the senses, including vision, can be regarded as extensions of the sense of touch – as
specialisations of the skin. They define the interface between the skin and the environment – between the
opaque interiority of the body and the exteriority of the world” (Pallasmaa 2012, 45).
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The concept of atmospheres provides a means to address the ephemeral, transient
and dynamic qualities of different spaces, and to communicate about how these qualities
are related to embodied spatial experience. The term atmospheres can be traced to its use
in the natural sciences – in which it refers to meteorological phenomena – as well as to
the humanities, where it implies a “mood hanging in the air” (Böhme 2016, 14).150 The
term’s signification and usage are expansive – indeed a person, place, concept,
conversation or piece of music might be considered atmospheric. This multitude of
associations contributes to a sense of historical uncertainty that lingers around the term’s
malleable role within the field of aesthetics, while simultaneously serving to illustrate the
great potential of the “peculiar intermediary status of atmospheres between subject and
object” (22).151 The intermediary status of the atmospheric is what allows it to assist in a
variety of contexts in which subjective, sensorial, perceptual and embodied experience
are fundamental, for instance in the fields of scenography, commodity aesthetics,
advertising, art, architecture and design (17). Atmosphere is thus “the prototypical
‘between’-phenomenon” (37):
Atmospheres fill spaces; they emanate from things, constellations of things, and
persons. The individual as a recipient can happen upon them, be assailed by them;
we experience them, in other words, as something quasi-objective, whose existence
we can also communicate with others. Yet they cannot be defined independently
from the persons emotionally affected by them; they are subjective facts. (37)

150 The relationship between atmosphere and mood is as nuanced as that between atmosphere and ambiance.
Bohme (2016, 13) addresses this complex relationship through the work of Hermann Schmitz. For further
discussion of the relationship between these two concepts, see Jürgen Hassse’s essay Atmospheres and Moods:
Two Modes of Being-with (2019).
151 Even these adept functions of the concept of atmospheres encounter critique. Tonino Griffero and
Marco Tedeschini (2019) draw attention to this by noting how frequently “the humanities use the notion of
atmosphere as a heuristic device to empirically research affects whenever it is necessary to pay attention to
the vague and qualitative ‘something-more’ that one experiences” (3).
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Following this expansion of the concept, the efficacy of atmospheres as a means of
describing sound in the urban context is immediately clear, as the atmospheric grants
physicality – if not concise form – to the presence of sound as it comes to occupy the
lived (sensed, experienced and felt) space of the city. The ontological implications of
atmospheres provoke a discipline-specific curiosity, as they can be harnessed by the fields
of architecture and urbanism as a means of categorising, evaluating and analysing quasiobjective qualities that relate to what is often termed the urban fabric. 152 Atmospheres
suggest that the city is not primarily comprised of architectonic form (e.g. buildings and
fixed infrastructure); nor that it situated in interstitial or transient spaces (e.g. roads,
sidewalks, parks and the wider public realm); nor that it emerges through dynamic flows
(e.g. traffic, information, mobile social activities and the proliferation of spatiallydistributed services); nor does it lie within the individuated and subjective experience of
the urban citizen. Instead, the atmospheric implicates a milieu between these elements
that can be seen to increasingly exemplify urban form. It is this milieu which represents
an active domain within which sound occupies and forms urban space and contributes to
articulation of urban conditions.
The concepts of ambiances and atmospheres can thus be employed together. This
invites an inclusion of peripheral traits as somehow bound to – or placed in dialogue with
– forms and processes that are perceive in the foreground. This leads to the concept of the
ambiance as a settling in between of qualities and objects which we perceive as a totality
as we encounter urban space. But we can also come to understand urban space through
atmospheres, which serve to address this composite of space and form through a more

Griffero (2019) explores atmospheres as quasi-things. He initiates a list of the qualities of quasithings, stating that “unlike things, they are not edged, discrete, cohesive, solid, perduring in time, normally
inactive, without concealed sides, and therefore totally coinciding with their phenomenal appearance” (34).
This explication of quasi-things is readily applicable within the study of different urban contexts.
152
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active inclusion of subjective experience. Tonino Griffero (2014) corroborates this
assertion, and states:
Atmospheric perception, as we have anticipated, does not concern cohesive, solid,
continuous objects mobile only through contact, nor discrete forms and movements,
but rather chaotic-multiple situations endowed with their own internal significance
and whose phenomenical efficiency must be radically disjointed from the physical
stimulus. (12)

This reading of atmospheres offers a means of understanding the immaterial agency
of the sonic and underscores an inherent multiplicity that is not concise, but that is
physically present and substantial in its own right. Böhme and Griffero bring this
conception to bear more precisely on the experience of the city in concrete terms through
the idea of urban atmospheres. In The Atmosphere of a City, Böhme describes that a city’s
“spatial structures and constellations are not merely seen and assessed, they are also
sensed by the body” (Böhme 2016, 151) through a union of all of the senses, registering
impressions of light and shadow, odour, sonic and acoustic spaces, and the tactile feeling
of surfaces. Urban atmospheres exist as an intersection of different spatial qualities and
subjective experiences. These atmospheres can be referenced in order to communicate
about these spatial and experiential qualities within different architectural and urban
contexts. This implies that the architectural or urban atmosphere of a given place is
something that can be observed, and recorded, or perhaps even registered via nuanced
multimodal sensors. This extends to the proposition that atmospheres can be staged,
mimicked, replicated and potentially reproduced.153

153 The production of urban atmospheres can also be considered through a Lefebvrian conception of
space as dynamic and constantly produced, and thus ephemeral and subject to both change and interference
(Lefebvre 1991).
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In regard to the notion of reproducing atmospheres, Böhme (2017) suggests that
urban atmospheres extend beyond their conceptual role and beyond their function as a
model of analysis as something that can be actively produced through the confluence of
different social, technological, and urban processes. He refers to these processes as
“generators of atmosphere” (151). Böhme considers that even within a more traditional
visual perspective derived from a conventional architectural standpoint, it is possible to
consider how buildings generate atmosphere. He declares that “it would not be a question
of what form, for instance, a building has, or how a city is structured, but of what it
radiates because of these features, or in what way it codetermines the dispositions of the
inhabitants” (151). This assertion can be extended to encompass different processes that
result in the presence of various acoustic, olfactory, and haptic atmospheres, leading to
the observation that there are a variety of factors that can be considered as generators of
atmosphere, which manifest through cultural tendencies – and situated activities –
alongside architectonic and urban structural conditions. This can be observed succinctly
through a consideration of the medium of sound in the urban context:
In terms of street noise, it makes a difference whether it is customary for people to
honk their horns or not, what make of car they drive, whether radio music can be
heard through their open windows, whether the names of goods are shouted out, or
“alluring” music comes from the boutiques – these are just some aspects: through
their lifestyles, the inhabitants of the city are also, always, producers of its
atmosphere. (152)

Simple observations about the habits of drivers highlight the relationship between
the perception of sound and the specific – or local – cultural conditions through which it
is produced.154 Böhme (2017) links this notion of sonic atmospheres to specific texts and

154 This example is strategic in that it illustrates how the concept of urban atmospheres can
reconfigure an understanding of the sound – or the noise – of traffic, which (as evidenced in Chapter 3 of
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creative initiatives, for example noting the work of R. Murray Schafer and the World
Soundscape project,155 as well as the research developed by Pascal Amphoux at
CRESSON (as previously described). The role of sound in this context is quite significant,
as the concept of urban atmospheres suggests an integrative process that works to address
the experiential schisms that pervade urban space and that arise at the intersection of
different architectural styles, attitudes and forms. Sound can be seen as an asset used to
more directly interface with the presence of urban atmospheres within such a fragmented
architectural context, and to provide grounds for considering subjective experience that
is “shared by the people” (154) within considerations of urban design and planning.
The consideration of sound through urban atmospheres in this context can be
extended through urban sound installations, such as Max Neuhaus’ Times Square and my
own work Continuous Drift, both discussed in Chapter 2.156 These works serve to activate,
to produce and to contribute to certain specific (albeit dynamic) urban atmospheres. As
they contribute to the production and development of these atmospheres, these projects
are explicitly linked to urban qualities which engender other atmospheres. It is in this way
that urban sound installations – and the urban sound design strategies that they represent
– can be explicitly linked with other urban processes and qualities. The role of urban
atmospheres – as a conceptual tool that opens an understanding of how an immaterial
form such as sound contributes to the formation of the urban condition (or an embodied
and located sense of place) – invites sound (and hence urban sound design) into dialogue
with other disciplines that produce atmospheric effects in the cityscape. The task of

this dissertation) remains central to the city’s persistent efforts to manage the sound of transportation
networks through the conception of environmental noise.
155 R.M. Schafer and the World Soundscape Project are detailed earlier in this chapter in Section 4.2 in
relation to the recent evolution of the soundscape standard.
156 As discussed within Chapter 2, my urban sound installation Continuous Drift exemplifies the
possibility of developing accessible urban forms through which Böhme’s impulses can be translated into
design methodologies that contribute to the dynamics of specific public spaces, in this case by exposing many
of the key parameters that determine the atmospheric dynamics of the space to public control.
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coordinating the dynamics of sound installations to interface with social and architectural
elements that contribute to the generation of urban atmospheres can inform strategies for
urban sound design that are integrated with urban design processes related to the
development of wider atmospheric mediations on the scale of the city. An understanding
of the potential of this mode of integrative design informs my project The Manual for
Acoustic Planning and Urban Sound Design, discussed in the Chapter 5.
Within the context of urban design and spatial planning, conceiving of urban space
through urban atmospheres can unite the objective perspectives of architects and planners
on the one hand with the subjective perspective of psychologists and sociologists on the
other (Böhme 2017, 152). Such a union suggests a space of enquiry that invites the
instincts of both urban planners and citizens to critique and actively experiment with the
formation of composite design methodologies. Developing design methodologies that
take into account the city’s atmosphere serve as the impulse for pursuing projects within
a larger effort that “directs attention to the relation between the qualities of surroundings
and dispositions” and that provides opportunities to enhance atmospheres of different
regions and spaces to produce specific aesthetical and functional effects (154). The goal
of these forms of production would not be to develop new buildings or architectural
spaces, but to condition existing spaces with different atmospheres in ways that would be
apparent to those who navigated these spaces, taking into account the different levels at
which these atmospheres would contribute to individual experience. Examined in this
manner, the notion of atmospheric design – as an extension of the generation of
atmospheres – supplements more traditional forms of architectural practice and urban
design to more effectively incorporate a consideration of sound. This manner of
atmospheric design and intervention is investigated explicitly within the formulation of
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my sound installation Continuous Drift (2015–) introduced in Section 2.2 as well as in
relation to the prototype for my sound installation Glass House (2014) in Section 5.4.
The concept of urban atmospheres builds from the previous section’s consideration
of urban ambiances. Both operate as integrative conceptual tools within the context of
urban sonic discourse and within a broader discourse of multi-modal urban design, as
they represent structures for observing, representing and mediating the sensory
dimensions of architectural and urban spaces. From the breadth of research that
incorporates these concepts as methodological tools, Sections 4.3 and 4.4 have
demonstrated that while these concepts support efforts to communicate about the
ephemeral qualities of urban space, they do not enforce the realisation of a standardised
approach as implicated by the current evolution of the soundscape standard. Similarly,
they do not propose an empirical metric that can be used to evaluate how certain
ambiances or atmospheres affect the public, as might be anticipated within the context of
the increased emphasis on multi-modal data capture discussed in section 3.4 through the
concept of the data city. Efforts premised on the exploration of urban ambiances and
urban atmospheres thus reveal a sustained attempt to foster greater concern for embodied
experience and perception in the domain of urban design.
4.5

Engaging with Urban Dynamics: Acoustic Territories
Indeed, urban atmospheres are not benign or universal; they are linked to the

dynamics of specific urban places and to both the communities who these places include
as well as exclude. Bringing the concept of atmospheres to bear on the contemporary
cityscape reveals a variety of boundaries, thresholds and tensions, as atmospheres do not
adhere to static architectural forms or to the edges of urban spatial infrastructures.
Increasingly, urban space is characterised by tendencies to promote atmospheres of safety
and exclusion, thus there is quite a bit at stake when considering how these atmospheres
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connect with some citizens while disconnecting with others.157 Urban atmospheres are
not accessible by all on an equal footing, as the public realm fosters and amplifies
difference as much as it supports inclusive forms that are shared in common. Considering
these dynamics in relation to the sonic reveals a sense of territoriality regarding how
sound comes to occupy urban space and to inform urban experience. This leads to the
concept of acoustic territories.
This section considers the concept acoustic territories to support a more active
interrogation of the urban sound environment that extends the significance of more
passive readings of the concepts of ambiances, atmospheres, the soundscape and the
sound environment. This section more closely links the fields of urban sound design and
acoustic planning to the more general territorial dynamics of the city, and to the impulses
and experience of a variety of urban actors ranging from individual citizens to
strategically established teams of developers and policy makers. The concept of acoustic
territoriality foregrounds the power dynamics and relationships that come to exist
between sound, space and listener. The concept interrogates how these relationships can
be integrated within strategies for urban sound design that consciously address the
perspectives and interests of diverse communities that inhabit different parts of the city.
The active use of this concept leads to a potential to establish more nuanced forms of
acoustic equity, particularly in relation to the public realm.158 This section introduces this

157 In Atmospheric Aestheses: Law as Affect, Andreas Philippopoulos-Mihalopoulos observes how
atmospheres are increasingly implicated in the production of spaces and policies related to the definition of
conditions of safety through different means of distancing and exclusion. He ties this to “the ever increasing
‘need’ for security, immunisation, segregation and distancing from risk. There are multiple examples: gated
communities whose constitution that exclude everything that does not belong to the aesthetics of the class
they are promoting while creating artificial spaces of risk-free ludic pleasures; shopping malls that prohibit all
spontaneous street activity while imitating street culture; fortress Europe that professes tolerance and respect
for human rights while failing spectacularly to deal with the refugee issues of the early twenty-first century”
(Philippopoulos-Mihalopoulos 2019, 168).
158 These observations linking acoustic territoriality and equity to the formation of the public realm are
linked to a recognition of the crucial role that the public realm contributes to the production of the
contemporary cityscape and the formation of urban space, as illustrated in foundational texts such as The
Public Realm: The Common (Arendt 1958) and Reflections on the Public Realm (Sennett 2003).
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ambition through artist and writer Brandon LaBelle’s approach to the concept of acoustic
territoriality across a range of physical and social spatial contexts that typify everyday
experience. The section evolves this perspective through the research of curator Jacob
Kreutzfeldt, who explores acoustic territoriality in relation to a wider context surrounding
territoriality and socio-geography via Gilles Deleuze and Felix Guattari’s concepts of deand reterritorialization. The section supports this foundation with other research that
considers how acoustic territories complements and extend the concept of urban
ambiances, developing an analysis of the vital political potential of the urban sound
environment (Di Croce 2017). This sense of political potential is closely linked to issues
of governance and control, on both microscopic and macroscopic scales in relation to the
active production and reception of sound as a component of urban space.
Acoustic territories invoke the physical trajectories and phenomenological
properties of the acoustic as they intersect with the active intents and political
implications of the territorial. Following this proposition, to consider urban space – and
the conditions that arise through sound – as comprised of acoustic territories marks an
intentional shift that extends more passive concepts such as acoustic space (Carpenter
and McLuhan 1960) and aural architecture (Blesser and Salter 2006). The territorial
implies intent, objective, strategy and responsibility – particularly as different territories
intersect, interact and interfere with one another, and implicate the entities (whether
human or non-human) that are responsible for their production, distribution and
apprehension. This concept thus foregrounds these aspects of sound in the context of the
contemporary cityscape.
To approach the city as comprised of acoustic territories is to consider not only the
spatial presence of sound but also the active conditions involved in how it is produced,
why it is produced, how it propagates and how it is received. The concept reveals that
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each of these prompts suggest a sense of agency. It provides a model with which to chart
the spatial dimensions of the city through sound, and to allow the inherent fluidity of
sonic propagation, the complex interactions of acoustic reflection and absorption, and the
subjectivities of urban aural experience to remain intact in their multiplicity. Applications
of this concept could lead to strategies for urban sonic analysis and production that more
directly draw attention to the technologies, institutions, communities and individuals
responsible for the creation and propagation of certain sounds, actively accounting for the
experiential, social, and political dimensions of how these sounds are experienced, when
and where they are heard, and why they are listened to or ignored.
Artist and writer Brandon LaBelle’s Acoustic Territories: Sound Culture and
Everyday Life (2010) provides an exposition of how the concept of acoustic territories
leads to a different consideration of the relationship between sound and urban space. The
text is informed by LaBelle’s preceding research in sound studies and sonic arts practice
and exposes a range of tactics that support crossovers between sound studies,
contemporary sound art practices and urban geography.159 LaBelle’s earlier projects
include an overview of sound art practice, navigating a canon of artists and artworks, such
as Max Neuhaus, Bill Fontana, Bernard Leitner and Robin Minard (LaBelle 2006), and
an explication of a series of the artist’s own installations staged within the Beyond Music
festival, which provide a blueprint for deconstructing sound installation practices in
relation to the sites and architectures that they address (LaBelle 2004).160 LaBelle’s
research into alternative spatial practices emphasises artistic strategies for exploring site-

159 LaBelle’s effort to demonstrate the agency of acoustic territories foreshadows the artist’s
subsequent research, which explores discourse linking sound and activism through the concept of sonic agency
(LaBelle 2019).
160 Site Specific Sound (LaBelle 2004) explores a series of the artists’ installations that probe the
relationship between sound, architecture and place within the context of the Beyond Music Sound Festival.
This festival took place between 1998 to 2003 at the Beyond Baroque Literary/Arts Center in Los Angeles.
The book documents these specific installations but simultaneously distils the more fundamental tactics that
served as their foundation, through sections titled: Displacements, Interference, Reiteration, Overwriting, and Splitting.
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specificity and the relationship between sound and architecture.161 Thus from the outset,
LaBelle’s introduction of the concept of acoustic territoriality builds from active allusions
to sonic arts and initiates a methodology premised on the inclusion of such practices as
tools for exploring the urban domain.
LaBelle’s conceptualisation of acoustic territories stems from the deceptively
simple question: “Where do sounds come from and where do they go?” (LaBelle 2010,
xvi). This enquiry demands attention concerning the movement of sound from source to
receiver:
The seemingly innocent trajectory of sound as it moves form its source and toward
a listener, without forgetting all the surfaces, bodies, and other sounds it brushes
against, is a story imparting a great deal of information fully charged with
geographic, social, psychological, and emotional energy. (xvii)

By focusing on this movement of sound, and by taking into account everything that
is involved in its emergence as it propagates and disperses throughout a particular
location, we are able to consider all that the sound is, but also all that it is not. A specific
sound includes and involves some things (surfaces, bodies, technologies physical spaces),
while excluding or bypassing others. The information sound carries with it traces not only
its causes, but also sets in place a means of exploring dynamics of difference, inclusion
and exclusion. By applying this conceptualisation of sound within a social and spatial
context, different sounds evolve as distinct entities even as they overlap, thus moving
away from a unifying concept of a coherent urban sound environment or even a more
subjectively located soundscape. The territorial instinct extends even beyond the artist

This exploration of intersection between sound art, site-specific spatial practice and experimental
architectural praxis are foregrounded in the volumes Surface Tension: Problematics of Site (Erlich and LaBelle
2002), Site of Sound #2: Of Architecture and the Ear (LaBelle and Martinho 2011) and Site of Sound: Of Architecture
and the Ear (LaBelle and Roden 1999).
161
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and researcher Peter Cusack’s conception of sonic places – which grants space for the
individuated and localised but anchors the area of focus precisely through such an idea of
fixed place or location (Cusack 2017).162 Acoustic territories integrate both place and
movement alongside notions of authority and intent.
Acoustic territories can be understood through the experience of listening to the
sound of a crowd, and listening for the presence or absence of the voices representing the
communities that form it; through the familiar exercise of walking in the city and noting
the types of music that can be heard (and from where they emerge) in contrast to the
musics that remain unheard and the locations that remain silent; or through evaluating in
which districts a city produces the most significant noise through transportation in
contrast to quieter neighbourhoods. LaBelle’s research suggests how critical listening
practices that explore different parts of a city through this simple intent can reveal a
wealth of information, whether conducted as everyday investigations or through more
formal methodologies for research and analysis.163 Crucially, this emphasis on acoustic
territoriality provides a means of uncovering dominant sonic (and spatial) agendas which
lead to what the artist and urbanist Nicola Di Croce (2017) demonstrates as contributing
to a process leading to sonic othering and marginality. 164 Indeed as Di Croce states, “it is
crucial to challenge any hierarchical territorialisation of public space, and to explore the

162 Cusack elaborates this concept as a means of developing highly localised considerations of sound
that enable a generous account of the relevance of specific locales. However, the concept appears to privilege
fixed spatial locations instead of opening to an instinct to link sound with mobile, dynamic and thus more
territorial impulses. Cusack’s work is discussed in more detail in Section 6.7.
163 LaBelle (2010) explores these conditions through a loose catalogue of universal, ‘everyday’ spaces
ranging from sidewalks to underground stations. These more general categories are more specific territories,
ranging from acoustic conditions of the Auburn prison in upstate New York (68), to the low frequency
rumble of lowrider cars in Los Angeles (145) to the use of background music to condition shopping malls in
Sheffield (181).
164 DiCroce’s fieldwork in Grenoble explores processes linked to othering and sonic marginality in
relation to the city’s homeless population, outlining these concepts to suggest new methods of addressing
social conflict that arise between different citizens through sound (2017).
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ways in which the sonic environment can foster social integration between minority and
majority positions” (10).
Continuing this formulation of acoustic territoriality brings attention to sound’s
ability to disintegrate and reconfigure space,165 asserting its potential to betray fixed
boundaries,166 and to appear as if it is coming from many places at one time (LaBelle
2010, xxi-xxii).167 These factors can be further focused by considering them in the context
of legislative strategies toward noise control, which seek to mitigate ambient sound in
urban space.168 Through this consideration it is possible to develop an inclusive,
interdisciplinary methodology premised on a “crucial auditory tension” (xxiii) that exists
between a perspective in which noise (in a very general sense) is perceived as detrimental
to public health, and a counter perspective that chooses to embrace the potential for noise
to bring about “an expressiveness of freedom, particularly when it is located on the street,
in plain view, and within public space” (xxiii). These observations about noise reflect
critical issues that underlie the processes of strategic noise mapping related to the
Environmental Noise Directive (2002/49/EC) (END) introduced in Section 3.3 and draw
further attention to the lack of resolution concerning how such processes can be carried
out while simultaneously welcoming other perspectives concerning how sound occupies
and produces urban space.

LaBelle considers sound’s ability to disintegrate and reconfigure space through Steven Connor’s
text The Modern Auditory I (1997).
166 This description of sound surpassing various boundaries is introduced via Carpenter and
McLuhan’s article “Acoustic Space” in the book Explorations in Communication (1960, 67).
167 This quality of sound appearing as if it comes from multiple places is introduced via a discussion of
the ubiquity effect, one of the sonic effects defined in Sonic Experience: A Guide to Everyday Sounds (Augoyard and
Torgue 2005, 130) as discussed in Section 4.3.
168 LaBelle makes this observation with reference to London’s Ambient Noise Strategy initiated by
Mayor Ken Livingstone in 1999. For further reference see:
https://www.london.gov.uk/sites/default/files/mayors_noise_strategy.pdf (accessed September 4, 2021).
165
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Studying the tensions that arise within the city through the lens of acoustic
territories can demonstrate how sound reveals the social dynamics of the city, in which
many different communities work to express themselves within shared public spaces,
engendering a process of acoustic territorialisation “in which the disintegration and
reconfiguration of space […] becomes a political process” (LaBelle 2010, xxiii – xxiv).
Here, “the divergent, associative networking of sound comes to provide not only points
of contact and appropriation, but also meaningful challenge”, offering the potential for
both the included and the excluded to sonify or vocalise their perspective within a shared
acoustic space in which these (acoustic) territories must coexist (xxiv). Curator and
researcher Jacob Kreutzfeldt (2012) develops an overview of this process in relation to
the street cries or street refrains of urban vendors, building through Gilles Deleuze and
Felix Guattari’s concept of the refrain or ritornelle to consider the territorial assemblages
that such activities carve out within shared public spaces (64). Kreutzfeldt’s emphasis on
what can be perceived as the effectively nomadic (or at least mobile) sounds of
advertisement and consumerism expose a wider perspective of the almost ubiquitous
presence that the sounds of more dominant consumer spaces produce through an
encroachment on the public realm, both through the projection of music and through
creating controlled acoustic spaces in which certain sounds are supported while others are
suppressed. Indeed, these issues of territoriality lie at the heart of the active space
demarcated by my sound installation Continuous Drift, as it establishes a critique of these
dynamics within the site that it occupies. By granting control of the sonic dimension of
Meeting House Square to members of the public, Continuous Drift highlights many other
aspects of this semi-public space that the public is not able to control. The square is itself
highly territorial, as it is positioned as a transitional space in which different communities
(and stakeholders) converge. Many uses of the square exclude different members of the
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public, while Continuous Drift offers everyone (with access to a mobile device) a means
of making prominent gestures that condition the square for themselves and others.
Tracing such processes related to acoustic territorialisation provides a model
through which to explore urban transformations on a variety of scales. This model
highlights the origins and destinations of sounds, tracing the processes and motivations
that determine their reconfiguration, dispersal and reception within the contemporary
cityscape. This model invites listeners to more closely consider the spatial conditions,
technological systems and social imperatives through which these processes occur.
Indeed, considering urban space as comprised of acoustic territories accommodates for
the presence of more universal spatial conditions that arise from general environmental
acoustic conditions, transportation infrastructures and patterns of use, as well as from
more specific sonic dynamics. The concept suggests a platform through which to consider
relationships between sound on different scales, from the individual’s private experience
of home, intimate social encounters and street life to the domain of noise control
legislation (as extending beyond considerations of the individual towards abstracted
communities, or rather, populations). The concept of acoustic territories surpasses the
concept of the soundmark by directly alluding to what gives the sound its relevance, and
its power to shape urban experience.169 This enquiry does not suggest merely a
consideration of where sounds occur, but foregrounds how sounds relate to the wider
conditions that surround them. This perspective asserts that acoustic phenomena are
linked to specific places but also to dynamic, mobile forms, and that they are bound to

The concept of the soundmark is one of the most significant components of the soundscape as
defined by R. M. Schafer. Schafer (1993) defines the term as follows: “The term soundmark is derived from
landmark and refers to a community sound which is unique or possesses qualities which make it specially
regarded or noticed by the people in that community. Once a soundmark has been identified, it deserves to
be protected, for soundmarks make the acoustic life of the community unique” (10).
169
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both those who produce sound and those who experience sound within the environments
that they occupy.
By establishing an intrinsic link between sound, source and receiver, the concept of
acoustic territories demonstrates a model through which to understand the urban sound
environment as resisting the datafication of urban space foregrounded through processes
such as the END and leads away from the solutionism that such processes foster. This
discussion of acoustic territories thus provides an interface through which to reconsider
noise control legislation and to probe the subjectivities of noise, sound, music and silence
presented in Chapter 3. Working in this way, charting specific acoustic territories as they
transgress definitions of private and public space reveals both cooperation and conflict
between different communities, and provides a means of addressing new sonic-spatial
typologies that result from the entanglement of various social, architectural and
technological spaces and systems.
Shifting towards such a technological and infrastructural perspective, LaBelle’s
exploration of acoustic territoriality draws attention to the role of the sky as a space that
is characterised by various forms of transmission, both sonic and otherwise:
The development of electronic transmission, and related infrastructures of towers
and networks, uncovers a culture of aerial imagination. The suggestive beaming of
signals enacted by antenna creates a medial space, nurturing ideas of freedom and
communications, power and magic. […] Transmission carves out a space and in
doing so generates a sense for new forms of occupation and inhabitation, of power
and dispute. (LaBelle 2010, 212)

The relationship between transmission infrastructure and the phenomenal nature of
acoustic propagation conjures metaphors for a spatial urbanism in which the territorial
nature of open space – as a shared resource – is essential. This perspective develops as a
149

response to the impact that communications and network topologies have produced in the
determination of urban structure and form. To imagine acoustic territoriality and urban
form draws our attention to this space in which this transmission of both sounds and
signals propagates through the city – through the air, through the sky, and through bodies
and buildings.
The relationship between the propagation of sound and other forms of signal
transmission is explored in the next chapter in Section 5.4, which describes the sound
installation Glass House that I developed as a public prototype within Smithfield Plaza,
one of the largest open public spaces in Dublin. Glass House introduces a subtle tonal
drone that emerges from a series of public lighting elements that tower over the plaza.
The sound of the installation is generated as a response to the soundtrack of films that are
playing back in a cinema adjacent to the plaza and is further conditioned by readings from
an ambient noise monitoring sensor which connects the project with the dynamics of the
city around it. The first stages of this project were developed in cooperation with Dublin
City Council to explore how such a sonic form could occupy and define the open space
of the square and to activate connections between the city’s ambient noise monitoring
network, the private experiential media space of the cinema, and the public realm. As
through my installation Continuous Drift, Glass House activates the concept of acoustic
territoriality, in this case by forging new links between disconnected spaces and the
publics that pass between them. The concept of acoustic territoriality provides a means
of addressing both the sonic form and the more general spatial intent of these urban sound
installations and is thus a vital concept that will support the development of the
subsequent chapters of this dissertation.
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4.6

Towards an Integrative Sonic Urbanism
This chapter has introduced four concepts that represent the predominant

conceptual models used to theorise the relationship between sound, urban space and the
subjective experience of the city. I outlined the strengths of each of these models, and
demonstrated how the concepts of the soundscape, urban ambiances, urban atmospheres
and acoustic territories each arise from different origins and demonstrate specific
aptitudes relating to how they can be applied within urban sound design and acoustic
planning processes. By identifying the different practical and theoretical affinities that
emerge through each of these concepts, it is clear that each can be applied to a variety of
specific working contexts in order to produce different results, and so as to align urban
design projects with different practical concerns.
This section considers these four concepts in unison to propose how they can be
drawn together as a more pluralistic methodology. I will define this integrative
methodology as integrative sonic urbanism.170 The objective of this integrative approach
is to reorient the field of urban sound design to prioritise the intersection of a multitude
of perspectives that can be employed in varied configurations within different practices,
and that strive to produce divergent results instead of converging on a universal

The concept of sonic urbanism has been developed as a prominent theme by the organisation
Theatrum Mundi since 2018 (Theatrum Mundi & &beyond 2019, 2020 & 2021). Theatrum Mundi introduces
the concept as follows: “What we hear and what we see are different. Sound does not adhere to the same
boundaries as light; it travels through and around space in different ways, it has physical as well as
informational affect. The way we participate in the public realm through speaking and appearing might have
radically different implications. For example, the banning of face coverings in some European countries
assumes that visibility is a prerequisite to being a valid urban citizen. How would a city be shaped if audibility
were the fundamental condition for participation in public? What if hearing one another rather than seeing
one another was the basis for sociability? What if the acoustics of an urban space were more important than
its appearance?” (Theatrum Mundi 2019, 8). This concept is further explored in Gascia Ouzounian’s project
SONCITIES (Sonorous Cities: Towards a Sonic Urbanism; Grant agreement No.865032), a four-year ERC-funded
project that aims “to better understand cities and urban life through a critical investigation of the sonic
conditions of cities, and of people’s experiences of urban sound environments; to make critical and creative
interventions into urban sound environments; and to support architects, designers, and spatial practitioners in
embracing sonic modes of urban analysis and design” (https://www.soncities.org; accessed September 4,
2021).
170
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methodology.171 By providing a means of uniting and expanding the conceptual models
presented in this chapter, integrative sonic urbanism presents a hybrid methodology that
can be closely integrated within larger spatial planning initiatives. In this way, the
objective of integrative sonic urbanism is to be compatible with fields such as architecture
and urban design in which heterogeneous approaches contribute to the discovery of new
urban forms and are required to sustain these fields in response to the desires of urban
citizens and the ambitions of urban developers. This section will develop a foundation for
the concept of integrative sonic urbanism and consider how this methodology operates
not only in respect to the soundscape standard, urban ambiances, urban atmospheres and
acoustic territoriality as outlined earlier in this chapter, but also as a means of bridging
with other methodologies considering sound and space through remedial strategies,
artistic instincts and community-led imperatives. It is this wider integrative strategy that
informs my discussion of the public artworks The Manual for Acoustic Planning and
Urban Sound Design and The Office for Common Sound in Chapters 5 and 6.
The impulse to develop an integrative form of sonic urbanism is premised on a
practical imperative, which is to discover methods of urban sound design that can be
readily adopted within the working process of diverse practitioners working on a variety
of scales, from smaller community-led initiatives to large-scale urban redevelopment
processes. The previous discussion of the soundscape standard, ambiances, urban
atmospheres and acoustic territoriality outlined methods of approaching sound and spatial

The term integrative sonic urbanism builds from urbanist Nan Ellin’s exploration of the more general
concept of integral urbanism. Ellin (2006) describes this concept as follows: “Integral Urbanism veers away
from master planning which, in its focus on controlling everything, ironically tends to generate fragmented
cities without soul or character. Instead, Integral Urbanism proposes more punctual interventions that have a
tentacular or domino effect, catalyzing other interventions in an ongoing dynamic process. If master planning
were a form of surgery on an anaesthetized city, Integral Urbanism might be a form of acupuncture on a fully
alert and engaged city. By opening up blockages along ‘urban meridians’, just as acupuncture and other forms
of bioenergetic healing open blockages along the energy meridians of our bodies, this approach can liberate
the life force of a city and its vibrant communities” (23).
171
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experience that lie outside the practice of most architects and urban designers; thus, each
concept represents a challenge when it is proposed as a tool to extend existing practices
and working methodologies. Each of these concepts can be adapted to support projects
with specific objectives, whether these are related to sound or to other spatial, functional
or social parameters. It is logical to extend this by suggesting that a mode of design that
is informed by a potential to draw from each of these concepts – and the wealth of research
that each is aligned with – will present a more diversified potential than a single, specific
conceptual model.172 Such a pluralistic methodology supports the practice of
contemporary spatial planning, which both demands and necessitates an adaptive and
integrative process in order to address the increasingly fragmented and decentred
composition of the contemporary cityscape.173 This conception of integrative sonic
urbanism is aligned with the growing imperative for methodological plurality within the
fields of urban design and spatial planning, within which urban sound design and acoustic
planning practices must gain traction in order to evolve.
As a methodological proposition, integrative sonic urbanism addresses the city as a
polymorphic subject.174 The proposition of merging the functional rhetoric of the
soundscape standard, the pursuit of the tension between background and foreground
perception explored through ambiances, the ability to address the interplay between urban

The methodological solipsism that I am inferring here relates to my critique of the recent
development of the soundscape standard as described in Section 4.2, but also pertains to much of the
rhetoric that has evolved around urban ambiances and atmospheres, which remains bound to a concise set of
projects, references, researchers and practitioners.
173 The fragmentation and decentring of urban space are explored by a team of urbanists, artists and
writers in the volume Post Ex Sub Dis: Urban Fragmentations and Constructions published by The Ghent Urban
Studies Team (2002). Through the perspectives that it comprises, this volume outlines a proposal for urban
design and spatial planning that demands a complex and integrative perspective instead of a fixed rhetoric or
agenda in order to diagnose, address and reconfigure urban space as it is transformed along a variety of axes
relating to post-suburbanisation, the evolution of the public realm, the dynamics introduced by
multiculturalism and globalisation and the ever-evolving presence of urban memories and nostalgias (8-14).
174 The notion of the polymorphic city accentuates the ability of the city to manifest in many different
forms. Nielsen (2015) explores this concept in the context of European suburban spaces, establishing how
the concept of the polymorphic extends notions of the layered and networked city to provide a means of
addressing the dynamics of these spaces with regard to urban fragmentation and territorialisation.
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form and urban experiences explored through the concept of urban atmospheres and the
rigours outlined through the concept of acoustic territoriality marks a model for sonic
urbanism that can be extended towards any number of functional scenarios. Instead of
refining any one of these specific approaches, such a model is premised on varying
methodologies to support the development of more dynamic outputs which can adapt to
the polymorphic characteristics of urban space. As explored throughout this dissertation
as well as the practice-led research that it extends, the pursuit of such a model for urban
sound design and acoustic planning is more suitable for integration in larger urban design
processes in which narrowly constrained objectives related to noise control or the
improvement of sound quality do not attract sufficient attention, enthusiasm or
comprehension from urban actors and decision makers responsible for their sustained
implementation. The tactics that such an integrative sonic urbanism embraces remain
rooted in the potential of situating sound in the public realm as a fundamental component
of urban sonic experience; thus, this mode of design is fundamentally premised on a
desire to become aligned with the different objectives that manifest in the formation and
experience of the public realm. This form of design is cognisant of objectives based on
designing for the comfort, needs and profiles of specific communities. Simultaneously,
this form of design can be employed to produce (or even provoke) more extreme forms
of differentiation through sound, and to accentuate the impact of more specific
perspectives – and voices – within urban space.175 Through these observations, which are
premised on an acknowledgement of the territoriality of sound as it connects the
intentions of the source with the spatial experience of the receiver (or perceiver), the
concept of acoustic territoriality gains increased significance as it serves to orient

175 This emphasis on sound’s potential to enact certain means of provocation or disruption echoes
Jordan Lacey’s use of the term sonic rupture as discussed in Section 2.7.
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composite, integrative sonic enquiries and to encourage them to interface with other
spatial and social territorial inputs and observations.
Although this definition of integrative sonic urbanism asserts the primacy of the
concept of acoustic territoriality, it remains adept at interfacing with existing modes of
urban sound design and acoustic planning arising from both major and minor disciplinary
perspectives. Beginning with a consideration of major perspectives, integrative sonic
urbanism can interface with remedial strategies for urban sound design by prompting such
strategies to incorporate additional perspectives so as to become more closely bound to
the particularities of projects developed within specific locales. Integrative sonic
urbanism can embrace strategic noise mapping processes, although it necessitates an
adoption of a critical perspective that reveals how these processes are not benign or
transparent but are aligned increasingly with the objectives and remits of the data city.
Integrative sonic urbanism also connects with the field of environmental acoustics,
prompting acousticians to diversify their offering by exploring contextual cues that lie
beyond the boundaries that have historically isolated – and limited – their domain of
practice. The concept of integrative sonic urbanism can also serve as a tool to revisit the
articulation and application of the soundscape standard, and to more clearly illustrate the
relevance of this standard as one tool out of many, as opposed to itself being a foundation
for urban sound design and acoustic planning practices.
Just as it can incorporate these more established conceptual approaches, integrative
sonic urbanism can also support the development of more nuanced, emergent approaches
to exploring sound in urban space. It is a platform through which to reconsider the
potential of urban sonic arts and installation practices (as outlined through the ambitions
of Max Neuhaus’ work) and to link these forms of practice with support structures in
larger planning initiatives while retaining their instincts, freedoms and particularities.
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Similarly, integrative sonic urbanism invites impulses led through participatory artworks
and community-led, non-specialist enquiries, such as my project The Office for Common
Sound, which will be considered in detail within Chapter 6. Integrative sonic urbanism
also fosters temporary experiments, which draws from allusions to other sonic and spatial
enquires without necessitating the careful planning that is required for more permanent
logistics and gestures. Within such experimental contexts, there is room for exploring
ideas that do not seek idealised results, but that postulate through different levels of
friction and transformation, and that accentuate highly specified communities’ objectives
within shared public spaces. In this way, integrative sonic urbanism does not necessarily
denote a specialist field of practice; instead, it can be enacted in a variety of individuated,
radicalised, non-specialist initiatives in order to increase the varied potential of what
urban sound design and acoustic planning (as disciplines) can become.
4.7

Conclusion
Integrative sonic urbanism builds from the four concepts explored earlier in this

chapter to advance a form of design that is capable of addressing the complex dynamics
of the polymorphic city. Instead of fortifying itself through closed rhetoric honed through
a specific conceptual model, the call for the pursuit of an integrative sonic urbanism
serves as a prompt to open urban sound design and acoustic planning to a range of
practices and impulses. Through integrative sonic urbanism, artists and designers can
expand the fields of urban sound design and acoustic planning to actively engage with
urban design and planning initiatives that are most relevant to the definition of the
cityscape. This mode of design will evolve differently within the hands of every
individual practitioner, as it allows unlimited permutations of concepts to be drawn from
resources and projects evolved within different contexts. Indeed, integrative sonic
urbanism foregrounds this need to retain methodological plurality instead of adopting a
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more defensive tendency premised on standardisation, universalisation and the resolution
of urban dynamics towards specific experiential conditions.
The next chapter – Working Within a Local Authority (The Manual for Acoustic
Planning and Urban Sound Design) – extends the consideration derived in this chapter
by analysing the public artwork The Manual for Acoustic Planning and Urban Sound
Design. This project encapsulates a framework within to explore the concept of
integrative sonic urbanism, drawing reference to the concepts of acoustic territories,
urban atmospheres, and urban ambiances to explore specific relationships in the city of
Dublin as well as within the internal rhetoric of the local authority itself. This project also
activates explicit links to the evolution of the soundscape standard, which was developing
over the same timeframe. Through an analysis of this artwork, I argue that strategies for
urban sound design and acoustic planning developed from an artist-led perspective reveal
opportunities to advance integrative sonic urbanism within other urban design processes
and municipal systems.
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Chapter 5: Working Within a Local Authority
(The Manual for Acoustic Planning and Urban
Sound Design)
5.1

Introduction
The previous chapter presented the soundscape standard, urban ambiances, urban

atmospheres and acoustic territories as four key conceptual models that are used to
account for sound, space and urban experience. I demonstrated how these concepts
underpin many of the motivations, objectives and methodologies that have come to define
the field of urban acoustic planning and urban sound design over the past ten years. These
four perspectives extend the foundations developed in Chapter 2 and Chapter 3, which
explored the field of urban sonic arts praxis and the domain of strategic noise mapping
procedures understood within the wider context of the data city as the roots of
contemporary urban sonic practices. I proposed integrative sonic urbanism as a new
methodology that activates a critical synthesis of these different perspectives in order to
establish an agile means of developing projects involving sound and urban space.
Chapter 5 introduces my public art commission The Manual for Acoustic Planning
and Urban Sound Design (MAP) (2013–2020), a public art commission in which I acted
in the invented role of urban sound designer and acoustic planner within the context of
Dublin City Council (DCC), the local authority responsible for the region of Dublin. The
chapter positions this multi-layered project as the central device through which to advance
the dissertation’s enquiry concerning sound and urban space, and through which the
concepts and methodologies introduced in the previous chapters are brought into contact
with the working administrative domain of the city itself. I demonstrate how MAP was
tactically structured as an artistic placement, a form of socially engaged practice drawing
from precedents including the work of the Artist Placement Group (APG) in the 1960s
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and 1970s. This structure granted MAP a responsive capacity through which it was able
to sustain a long-term critical enquiry concerning the fields of urban sound design and
acoustic planning within the different domains of practice represented by DCC. I consider
this placement with DCC through several of its primary outputs, beginning with the
process of prototyping the urban sound installation Glass House within Smithfield Plaza,
one of the largest open public spaces in Dublin. I then discuss how MAP developed a
productive exchange with DCC’s Air Quality Monitoring and Noise Control Unit, which
is responsible for strategic noise mapping procedures related to the Environmental Noise
Directive (2002/49/EC) (END). The chapter thus reveals how MAP was able to progress
alongside and in dialogue with the remedial strategies that represented DCC’s primary
interface with sound in the city.
This chapter outlines the most prominent dimensions of MAP but does not describe
the details of many of the smaller processes activated through the project, given the vast
range of these outputs. For example, the chapter does not address a series of sound
installation proposals developed in collaboration with the DCC parks department,176
efforts to research the potential of a larger urban sound art festival with cooperation with
a range of external partners,177 a series of conversations supporting the artist Christina
Kubisch’s sound installation Voices of Memory in Dublin,178 and a range of other

176 Within

MAP, I developed two substantial project prototypes with the DCC parks department. The
first was a sound installation that would respond to rising and falling traffic levels, integrated in groundworks
taking place in a pocket park being developed on North King Street. The second was a communication
design project drawing attention to biodiversity assets to the north of the city, which was premised on a set of
vinyl graphics and sound transducers that could be integrated in glass bus shelters around the city.
177 In 2013, I worked with curators Teresa Dillon and Carsten Stabenow to introduce the concept of a
larger-scale sound art festival in the city of Dublin within the DCC Arts Office. The project drew from
Stabenow’s experience as organiser of the Tuned City festival, which had most recently taken place in
Brussels in 2013. This concept did not progress beyond initial conversations, as fundraising would have
required extensive resources that lay beyond what was accessible via my role within DCC.
178 I supported the staging of a meeting for artist Christina Kubisch to meet members of DCC’s city
architects and planning departments in order to consider the initial stages of planning for her sound
installation Voices of Memory set along the river Liffey in the Irish National War Memorial Gardens. The
project was realised with support from The Goethe Institut Irland, DCC and the Office for Public Works
(OPW). The installation gained the required permissions and support and was active between June 2016 and
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collaborative explorations regarding urban sound design in the context of Dublin. Instead,
the chapter highlights MAP’s capacity to integrate such diverse outputs – and active
references to other projects and practitioners – within its overarching structure.
5.2

Outlining the Manual for Acoustic Planning and Urban Sound Design
This section introduces my public artwork The Manual for Acoustic Planning and

Urban Sound Design (MAP), providing an overview of the context in which the project
took place and the method through which it was established and sustained within Dublin
City Council (DCC) – the local authority responsible for the city of Dublin. I establish
the timeline of the project, charting how it evolved through the management of formal
outputs such as the sound installation Continuous Drift as well as through less visible
processes that unfolded through discussions within DCC. This introduction to MAP
highlights how its adaptive structure supported its dissemination within a number of
contexts, thus raising awareness of key questions related to the advancement of the
disciplines of urban sound design and urban acoustic planning.
MAP was a self-initiated artist placement premised on the concept of working for
one year within a local authority in the role of city acoustic planner and urban sound
designer. The objective of the project was to explore this role from a perspective
positioned both within and without the city council, drawing on my independent practice
and research but also from proximity and access to the professional working domain
encapsulated by DCC. The concept for the project was developed and proposed to DCC
in 2011 and selected for funding in 2013.179 The original proposal defined a twelve-month

November 2018. I was invited to write the essay to accompany the launch of the installation (Anderson
2016a).
179 MAP was delayed prior to the initial contract stage, as the funding for the entire Interaction with the
City public art programme took additional time to coordinate within DCC due to the lack of precedent for
aggregating un-activated per cent for art funding on the scale of this programme.
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duration for this placement between 2013 and 2014; however, the nature of the activities
and outputs that developed during the initial twelve months resulted in a formal project
and funding extension between 2014 and 2015 after which the project continued through
a series of periodic meetings, events and more specific project-related extensions between
2016 and 2020.

Figure 17: The central Wood Quay offices of Dublin City Council in which the
core activities of MAP took place. Photo: Sven Anderson. Image courtesy of
Sven Anderson.

The project changed significantly over the course of its duration between 2013
and 2020. At times it was more actively embedded within the working context of the city
council, while at other times it developed through gradual, more independent trajectories.
As described throughout this chapter, different phases of the project involved varying
levels of collaboration with specific individuals and professional communities within
DCC, Dublin’s contemporary art community, other cultural and community organisations
and the general public. As it integrates the diverse perspectives of these different
collaborators, the artwork represents a unique model of sustained, collaborative enquiry
into the field of urban sound design.
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The ability to develop MAP as an open structure for research and production within
the professional and administrative realm of Dublin’s local authority represents a
significant aspect of the project in itself. As evidenced throughout this dissertation, urban
sound design and acoustic planning are difficult fields to explore within this context, thus
MAP represented a challenging proposition from the outset.180 Because it was
characterised by a degree of uncertainty in terms of its ability to achieve specific outputs,
the structure of MAP was defined to prioritise opportunities to develop through feedback
with DCC in order to determine the course of action that it would take. Through this
ongoing feedback, questions concerning how the city (as an institution) addresses sound
were brought to the attention of key actors working to manage the development of Dublin
during a dynamic phase of urban transformation. MAP was thus interleaved with a range
of active urban design processes throughout its duration between 2013 and 2020,
providing a means for the wider context in which the project took place to influence its
format and definition.181 Significantly, MAP was developed as a public art commission
with DCC as part of Interaction With the City, the second strand of the Dublin City Public
Art Programme, and funded through the per cent for art scheme.182 The specific funding

180 My efforts to establish MAP were supported by earlier experiences developing working
relationships and collaborations with DCC. In the years prior to proposing MAP, I had met with the DCC
Arts Office to discuss several large-scale urban media art installations. One of these was focused on sound
and video elements integrated in Dublin Port and along the river Liffey and was developed in collaboration
with artist Krzysztof Wodiczko and the Interrogative Design Group at MIT. The second was a proposal for a
permanent radio art installation situated in the Port Tunnel that connects Dublin to the M50 motorway.
These projects did not take place for a variety of reasons related to higher-level changes to managements
structures within partner institutions, as well as perceived technical obstacles; however, they led to situations
in which I gained experience engaging in conversations with the city council about larger-scale projects and
infrastructural gestures.
181 Indeed, in the words of the Artist Placement Group (whose work exploring artist placements
within various industrial and corporate contexts influenced the structure of MAP), “Context is Half the
Work” (APG 1972).
182 The Dublin City Public Art Programme announced in 2011 was the first formally conceived public
art Programme for Dublin City. It included four strands: Strand 1: Dublin; Strand 2: Interaction with the City;
Strand 3: Connecting with the Public; and Strand 4: City Contexts. The programme was conceived of and managed
by Ruairi Ó Cuív. Proposals for Interaction with the City - in which I submitted the proposal for MAP - were
due on June 27th, 2011.
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for this programme – which included MAP as well as a series of other public artworks183
– was consolidated from un-activated per-cent for art funding linked to several large scale
developments that had taken place in Dublin in the previous decade.184 This initial link to
the city’s recent property boom informed much of MAP’s trajectory,185 as MAP took place
in the transition that followed this property boom, a time in which the question “what
comes next for urban planning” was as a primary concern.186 MAP explored urban sound
design as Dublin City Council was forced to consider how the city could evolve despite
constraints that limited its expansion through more traditional spatial and architectural
development.187 The backdrop of this more critical moment in the evolution of the city’s
spatial evolution established a context within which alternative spatial practices gained
attention. MAP thus provides an example of how urban sound design and acoustic
planning are informed by more general social, urban and cultural factors that influence
the evolution of the city and are not only informed by environmental acoustics and urban
sonic aesthetics, but also by the role they play in introducing alternative perspectives in
relation to other urban issues.

The projects funded through Interaction with the City included works in a range of formats and media,
exploring temporary and site-specific works and interventions throughout the city. The works that were
funded alongside MAP included: Anu Productions’ The Boys of Foley Street (2012); George Higgs’ The Lost and
Found Sound Assembly (2013); Brian Irvine and John Mcllduff’s Things We Throw Away (2014); and Cliona
Harmey’s Dublin Ships (2015).
184 Information on the Per Cent for Art Scheme in Ireland (including currently active budget
allocations and limits for capital development projects of different scales) can be found at:
https://publicart.ie/main/commissioning/funding/per-cent-for-art-scheme/ (accessed April 13, 2021). This
government initiative was originally introduced in 1978, setting in place a provision that 1% of the cost of
publicly funded capital, infrastructural and building development can be allocated to the commissioning of
public artworks.
185 The period known as The Celtic Tiger was characterised by a speculative property bubble and
building frenzy that accelerated between 2000 and 2007, ending with the global recession that took place
between 2007 and 2009.
186 The DCC department of planning organised the conference Business as Usual: What Next for Planning
(December 5, 2013) as a forum to explore urban design strategies for this specific phase of development
within Dublin.
187 During the first two years in which MAP took place, building in Dublin had been effectively
halted, leaving the city riddled with half-built apartment blocks and other stunted and fragmented urban
infrastructure.
183
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MAP formally commenced in January 2013. The initial stages of the project were
supported by the Dublin City Arts Office via public arts manager Ruairí Ó Cuív. Ó Cuív
organised meetings to introduce both myself and the project to senior personnel within
the city council. We coordinated these meetings together, discussing the best way to
frame the project within each meeting to ensure that it would gain support. This close
collaboration with Ó Cuív was an essential element of the project’s initialisation, as there
was no existing protocol through which to establish such an integrated collaborative
artwork within DCC. The introductory stage of the project evolved through a series of
several such introductory conversations.

Figure 18: A corridor inside the DCC offices at Wood Quay showing a selection
of innovation concepts presented by staff in response to a competition organised
by The Studio, the interdisciplinary unit where I was based while developing the
MAP commission. Source:
https://dccstudio.wordpress.com/2013/10/04/council-innovators-share-theirexperience/ (accessed October 9, 2021).

The initial proposal for MAP outlined working in a part-time capacity within the
department of planning in DCC’s primary Wood Quay offices (see Figure 17), as this
department would provide a direct interface with the working practices most relevant to
the project. Despite positive conversations within the initial meetings through which I
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introduced MAP, my efforts to obtain desk space and access to internal assets within the
department of planning were unsuccessful due to a lack of resources. Introductions within
other departments similarly did not result in obtaining a working space to occupy. At this
stage the project’s structure could have been adjusted to operate solely from my
independent studio; however, I continued to pursue meetings regarding space in DCC as
I felt it necessary for the project to have both a conceptual and physical presence within
the administrative structure of DCC.
During this series of initial meetings and presentations, MAP came to the attention
of Deirdre Ni Raghallaigh, the director of The Studio at DCC. The Studio was an
experimental interdisciplinary department comprised of people working at different
departments through part time allocation (see Figure 18).188 I presented MAP to the
members of The Studio and was offered desk space and a computer with access to internal
DCC assets.189 Working from The Studio, I received an open invitation to join in any
meetings that took place at a central table in the room. Through these meetings, I was
introduced to others working in the council and began to build an awareness of MAP, the
subject of urban sound design and the potential to align my enquiry with other projects
and processes active within DCC.
As it moved beyond its introductory stage from within The Studio, MAP evolved
through four interleaving processes:

The Studio was an innovation team of seven people from different departments of DCC integrating
backgrounds in planning, architecture, area management, community development, risk management,
communications and marketing. The Studio’s objective was to provide DCC with a vehicle to explore
innovation internally, within the context of the organisation. The Studio was initiated in 2010 with Deirdre Ni
Raghallaigh, Jeremy Wales and Sarah Scannell, building on had previous work through the Designing Dublin,
Learning to Learn project that began in 2009. They team expanded to include Pauline Riordan, Ruth Dowling,
John Conroy, Mary Mooney and Zaira Rivera. The Studio’s activities ceased in mid-2014.
189 Working from The Studio, I was provided with access to core GIS assets and maps through DCC’s
servers, which provided a useful tool for initial explorations of planning and zoning in support of many of
the workshop concepts I originally planned within MAP.
188
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▪

Identifying and developing partnerships within DCC

▪

Determining outputs to explore through these partnerships

▪

Implementing these outputs

▪

Mediating, disseminating and discussing these outputs

I implemented these processes by pursuing meetings with key DCC staff, seeking
to bring the project to the attention of those most active in new public realm initiatives.
The original objective of my meetings was to discuss the possibility of organising internal
workshops within DCC, which would focus on integrating urban sound design
methodologies (for example, the use of sonic effects developed at CRESSON, as
discussed in Section 4.3) within the city planning and city architects’ divisions. Although
this proposition generated moderate interest, these meetings revealed that the
development of larger-scale projects that positioned urban sound design within a more
public arena would be the most effective way to generate further internal interest and
discussion within DCC. Given this feedback, I focused my time on developing the
resources and collaborations required for the urban sound installation Continuous Drift
(introduced in Chapter 2) and a larger sound installation prototype Glass House
(discussed later in this chapter in Section 5.4). Building from the attention developed
through the proposal for these prominent urban interventions, I organised a three-day
symposium titled Beyond Noise and Silence: Listening for the City as a means of further
establishing the active role of my project within DCC (see Figure 19). I worked to support
these central outputs while simultaneously developing a series of smaller gestures that
sustained discourse around MAP to propagate in a variety of directions within DCC.190

190 MAP evolved through many different trajectories within DCC, and through parallel conversations
emerging with the parks department, the planning department and the Air Quality Monitoring and Noise
Control Unit (as discussed in Section 5.5) Discussions with the planning department led to the development
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Figure 19: The third event within the symposium Beyond Noise and Silence:
Listening for the City, featuring a panel discussion between architect Steve
Larkin, musicologist Gascia Ouzounian, myself and head of DCC’s Air Quality
Monitoring and Noise Control Unit Brian McManus. Video: Barry Lynch. Video
still courtesy of Sven Anderson and Dublin City Council.

As it evolved within DCC, MAP became clearly identified as an effort to explore
the potential of urban sound design and acoustic planning on different structural levels,
through which these modes of practice can be connected with other aspects of city
planning. Through the pursuit of larger-scale urban sound installations, the project opened
avenues for the wider public to engage with how sonic forms are integrated with other
spatial, architectural and social forms within the city of Dublin. By establishing these
sonic forms in the public realm, MAP created opportunities for members of the city
council to consider how sound could be used to explore the existing urban ambiances and
urban atmosphere of the territories in which these projects were developed, a process
which I supported with the references and rhetoric of urban ambiances and atmospheres
outlined in the previous chapter. MAP also provided a framework through which to

of a text that was to be included in the second edition of the Planners Workbook – an internal publication
produced in 2014. However, this publication was never realised, as its proponent Dick Gleeson stepped
down from his role as city planner before it was completed. The text for MAP which was to be integrated in
this publication only reached draft phase.
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expand on the city’s existing strategies relating to environmental noise, which are
discussed in Section 5.6.
By generating these opportunities, MAP established a platform through which to
explore a mode of integrative sonic urbanism as defined in Section 4.6. The project
prioritised a critically oriented, artist-led approach to urban sound design and acoustic
planning that could be supported alongside the remedial strategies already established to
address noise within the same urban domain. MAP contributed to the working processes
of DCC on multiple levels, by articulating a series of interventions and discursive
processes that remained active over the following years. The project came to occupy a
sustainable position within DCC and succeeded in embedding its core enquiry within the
institutional and functional remit of the city.
Even when it started to converge on the realisation of more concise outputs, MAP
maintained an agenda to pursue informal discussions and formal presentations as active
spaces within which to speculate on the role of the urban acoustic planner and urban
sound designer. Although this role is often alluded to within sonic arts discourse, it
remains underdeveloped in terms of how it can be enacted as a collaborative process set
within the dynamic environment of a city council or municipal authority. The objective
of the urban acoustic planner whose role is to maintain a focus on sound in relation to the
development of a city’s urban form and civic governance is more complex than R. Murray
Schafer’s original speculation concerning this position, as evidenced by the gap in time
between Schafer’s original allusions to this subject in the late 1970s and the present.
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Within this timeframe there are very few examples of local or regional authorities
embracing the implementation of this role on a substantial basis.191
MAP thus established an opportunity to embed this enquiry concerning urban sound
design and acoustic planning within the rhetoric, micropolitics and operational constraints
of DCC. These constraints provided a real-world context in which to explore the concept
of integrative sonic urbanism with feedback from a variety of urban actors. The ongoing
exploration of this role required the definition of tactics through which to lobby for the
acoustic dimension of the city’s public realm, as a domain of the city that receives little
attention and that is often isolated from other urban processes. Through these tactics,
MAP demonstrated that the role of the acoustic planner and urban sound designer bears
similarities to other more established roles within a local authority, in which individuals
draw attention and resources to the region, process, or community that they represent. By
considering MAP in this regard, I was able to explore how urban sound design can be
effectively integrated alongside other disciplines within the city council.
MAP defined a methodology based on the pursuit of practical objectives explicitly
related to urban sound design paired with a continuous effort to develop a discursive
context in which these objectives could evolve within DCC. The process through which
I embedded myself within the administrative context of Dublin City Council was
intensive but effective, as recounted in this section. The next section continues by
exploring how MAP achieved its objectives through the structure of an artist placement,
considering how the implementation of this artistic form within this context extends urban

191 As discussed in Chapter 4, R. Murray Schafer drew attention to the potential role and
responsibilities of the urban sound planner in The Tuning of the World (1977). Examples of key practices that
explore how this role might be manifest are considered later in Section 5.6.
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sonic arts practice by integrating strategies learned through other modes of contemporary
artistic practice.
5.3

Exploring the Potential of the Artist Placement Within Dublin City Council
MAP was able to evolve in response to its reception within DCC because it was

formally structured and identified as an artist placement. The project’s flexibility was
premised on its ability to maintain an open objective to explore urban sound design, free
of parameters that might bind it to the realisation and evaluation of specific outputs or the
articulation of a concise artistic form.
This section explores the roots of this mode of artist placement as a container for
artistic enquiry through the work of the Artist Placement Group (APG). The means
through which I developed this format of artistic production within MAP was influenced
by the work of the APG; however, this format is reconfigured within MAP so as to explore
how a minor field such as urban sound design can be actualised within an institution such
as DCC, in which such a field could potentially exist on a permanent and more integrated
level.192 This section reveals how the artist placement is a vital container facilitating the
rapid production and development of transdisciplinary praxis in this field, even as it
betrays a complicity with neo-liberal agendas that instrumentalise the capacity of
intensive independent labour.193

One crucial difference between MAP and the artist placements arranged by the APG is that the
central activity presented by MAP (of working in a local authority in the role of acoustic planner and urban
sound designer) could potentially be implemented as a full-time position and thus supported by a local
authority not as a form of artistic practice (or institutional intervention), but as a role that is permanently
integrated within its approach to the design and management of the city.
193 The work of the APG and the methodologies presented by MAP position the artist in a role in
which they perform a range of activities independently and somewhat outside of the primary support
structures that exist within the more stable institutions in which they are placed. The expectation of the artist
within this role is immense and to a certain extent unsustainable without the provision of sustained resources.
192
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The APG was led by a group of artists in the UK between 1966 -1989, of whom
Barbara Steveni and John Latham were the most central.194 The APG initiated artist
placements in which a range of artists were able to spend time working within industrial
and governmental settings, and to develop projects that responded to the professional
contexts in which they were situated. The APG developed an understanding of the artist
as an incidental person whose presence and working process produced unexpected results
within the institutions that hosted them.195 The value produced via artistic practice was
not established through the production of an artefact that could be exhibited or sold, but
through each artist’s potential to influence the working process and perspective of their
host. The APG asserted how artistic production can shape society, pursuing their
objectives through the instigation of artist placements as well as through the development
of discourse in which this methodology was disseminated through artist talks, exhibitions,
proposals for new placements and other forms of documentation and correspondence (see
Figure 20). The work of the APG influenced the evolution of socially engaged artistic
practice (Incidental Unit n.d.),196 as well as the rise of interest in post-studio practice.197
As links between sonic arts practice, socially engaged practice and post-studio practice

194 A timeline of the APG’s evolution is provided within the online project Context is Half the Work: A
Partial History of the Artist Placement Group: https://en.contextishalfthework.net/about-apg/timeline/ (accessed
November 17, 2020).
195 The work of the APG evolved through the work of founding members Barbara Steveni, John
Latham, Barry Flanagan, David Hall, Anna Ridley and Jeffrey ShawIan as well as artists Ian Breakwell, Stuart
Brisley, Roger Coward, Hugh Davies, Andrew Dipper, Garth Evans, Leonard Hessing, George Levantis, Ian
McDonald Munro, David Toop, Marie Yates, Nicholas Tresilian, Rolf Sachsse and Ros Sachsse-Schadt.
196 This connection between APG and the evolution of socially engaged artistic practice was explored
explicitly through the work of The Incidental Unit, which reflected on the legacy of APG and O + I
(Organisation and Imagination), the entity that APG evolved into between 1989 and 2009. The Incidental
Unit was formed through conversations that took place between 2016 - 2017 between Barbara Steveni, Neal
White, Tina O’Connell, Gareth Bell-Jones and Marsha Bradfield “with the aim of reconnecting the rigorous
approach of APG with wider concerns around the brief given to socially engaged art today” (Incidental Unit
n.d.).
197 In his essay A Possible Contradiction, art historian Howard Singerman attributes the term post-studio
first to descriptions of Robert Smithson’s practice and then more formally to the “Post-Studio Art” class led
by John Baldessari, Douglas Huebler, and Michael Asher at the California Institute of the Arts in the 1970s
(Singerman 2010, 40).
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remain underexplored, I sought to actively reference the influence of the APG on the
development of MAP at different stages within the project’s dissemination.198

Figure 20: Installation shot of the Industrial Board Room from Art and
Economics, an APG exhibition held at the Hayward Gallery, London in 1971-2.
© APG / Tate Archive. Source:
https://www.tate.org.uk/artistplacementgroup/overview.htm (accessed
October 9, 2021).

MAP could have evolved in a number of different ways as an artist placement
depending on how I responded to the way the project was received within DCC. The
freedom of the placement afforded the chance to consider these options and to choose the
most productive course of action through which to explore the field of urban sound design
within this context. The initial friction securing a working space within the council could
have been taken as a cue to act more independently, an action which could have
influenced MAP to evolve as a form of institutional critique positioned firmly outside of
the operational domain of the city council. If this had been the case, the rhetoric developed
through the project concerning urban sound design would have foregrounded this friction,

198 A discussion of the influence and potential of the work of APG within MAP is articulated in my
article The Incidental Person: Reviewing the Identity of the Urban Acoustic Planner (Anderson 2016c).
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instead of highlighting a potential for cooperative and participatory actions. Alternatively,
if my initial presentations that explored the development of more formal urban sound
design workshops within DCC had been embraced, MAP could have become even more
closely embedded within the council’s longer-term working practices.
Instead, as outlined in Section 5.2, MAP was structured through a hybrid approach
focused on the development of urban sound installations and prototypes for urban
interventions, supported by a continuous effort to introduce and re-introduce the project’s
objectives within different contexts within the council. Indeed, reviewing the work of the
APG supports an understanding that the format of the artist placement grants artists both
the freedom and the responsibility of responding to the institutional or industrial context
in which they are hosted.199 This potential can be observed within a range of
contemporaneous contemporary arts frameworks that resonate with the strategies
explored by MAP and by the APG, for example the collaborative frameworks pioneered
by Experiments in Arts and Technology (E.A.T.) and Bell Telephone Laboratories
beginning in 1967,200 as well as through the Art and Technology Program of the Los
Angeles County Museum of Art (1967–1971).201 Further parallels can be drawn with
projects developed by individual artists, for example Mierle Laderman Ukeles’ extended-

199 This is somewhat true of the rhetoric behind many contemporary public art commissions.
However, the format of the artist placement affords more latitude to the artist in establishing the terms
through which they define the relationship between their work and its host or context. Public art
commissions frame artistic production within quite certain terms and logistics, relying on the development of
a proposal and a contract tied to pre-ordained outputs agreed with the client or funder. Similarly,
contemporary artist residency programmes – although often premised on the promise of open-ended
exchange – operate according to the rhetoric of the host institution and often frame or limit the potential
impact that the artist might produce within the host. In this regard, the legacy of APG remains a highly
relevant example of how artistic practice can influence society through the establishment of more complex
placements within industrial, civic and governmental organisations.
200 Further information on E.A.T. is available in the volume E.A.T.: Experiments in Arts and Technology
(Breitwieser 2016), which provides an overview of E.A.T.’s projects between 1960 – 1973.
201 The original Art and Technology program at LACMA between 1967–71 involved collaborations
between artists including Dan Flavin, Robert Irwin, James Turrell, Claes Oldenberg, and Andy Warhol and
major technology corporations. For more information, see A report on the art and technology program of the Los
Angeles County Museum of Art 1967-1971 (Tuchman 1971). These collaborative gestures did not always work
out as anticipated, as evidenced by John Chamberlain’s turbulent residency with the RAND Corporation (6877).
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duration self-initiated position as artist-in-residence with New York City’s Department
of Sanitation,202 and more recently Kerstin Bergendal’s Park Lek (2010–2014) in
Stockholm.203
As an artist placement, MAP sustained a platform in which feedback between
artistic methodologies and the logistics, routines, ambitions and resources of the city
council as a hosting institution could be amplified and explored, as Sections 5.4 and 5.5
explore in relation to prototyping public sound installations and engaging with noise
mapping processes. The project’s structure embraced the risk of failing to meet its original
objectives. Its output was uncertain and the relationship between input (artistic practice)
and output (meaningful impact on the working practice of the host) was both difficult to
predict and to evaluate. However, this risk was balanced with a recognition of the
potential of what could emerge if the project were allowed to unfold in such a responsive
manner. If MAP had been more clearly defined (for example through the articulation of a
single urban sound installation developed with the cooperation of the city), this output
could have quickly gained support without any of the friction that MAP encountered
through the more open-ended conversations through which it was introduced. Indeed, the
development of such a predefined output could have taken place in its entirety with the
project managed and protected by the public arts programme and the city’s arts office.
Instead, MAP entertained friction around its identity, function and relationship with the
city council. It approached the context of its hosting environment at its most

Artist Mierle Laderman Ukeles developed a self-initiated placement as artist-and-resident at New
York City’s Department of Sanitation, a position that she invented in 1977 and has maintained (officially but
without salary) ever since. Laderman Uekeles gesture serves as precedent to my work developing MAP with
DCC between 2013 and 2020. More information concerning the instincts for Laderman Ukeles’ project can
be found in the artist’s Manifesto for Maintenance Art (1969).
203 Artist Kerstin Bergendal’s public artwork Park Lek (2010–2014) is examined in detail in Public
Enquiries: Park Lek and the Scandinavian Social Turn (Wilson et al. 2018). This volume explores the project’s
methodologies for public engagement, as well as its significance in expanding conceptions of how artistic
practice might engage with municipalities and urban planning processes.
202
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multiplicitous, as an entity composed of competing disciplines, potentials and
communities operating in parallel and at times in isolation from each other.
The responsive artist placement articulated by MAP would have been difficult to
implement outside of the context of a contemporary public art commission. The project’s
mode of interrogating existing forms of practice in urban planning, urban development
and urban governance is a potent ability of artistic practice. The logistics of MAP resonate
with other research that explores the relationship between artistic enquiry and the field of
urban planning, and that seek models for artistic methodologies to intrude within different
working contexts in which they are not clearly endorsed.204 Artists Barbara Holub and
Christine Hohenbüchler (2014) explore a range of hybrid practices and perspectives that
both test and validate the role of artistic involvement in contemporary urban practice. The
artists contrast art with other forms of urban praxis by emphasising that “the main
prerequisite for involving art in urban issues is the understanding and accepting of the
fact that art is not a problem solver” (35). Holub and Hohenbüchler differentiate between
art and artistic strategies, noting that “what we consider ‘employing an artistic strategy’
can be achieved, for example, by reconsidering a problem from a different perspective
(reframing the problem) or by broadening the context” (35). MAP can be seen to unite
Holub and Hohenbüchler’s conceptions of art and artistic strategy as they relate to urban
practice. The project frames a variety of processes and outputs as a coherent artwork. As
articulated through this model, artistic practice can impact the discipline of urban

204 Indeed,

the evolution of MAP as a means to explore this relationship between artistic practice and
urban planning was supported at various stages by conversations with researchers Anamarija Batista, Szilvia
Kovács and Carina Lesky, whose project The Artist as Urban Planner – A Glance at the Cooperation of Artistic and
Urban Practice took place between 2012 and 2016. These exchanges were often focused on discourse with
Batista, whose research explicitly explored the sound artist as urban planner. The collective project was
defined as follows: “The integration of art projects into urban planning techniques currently produces an
attractive field of research and has caught the interest of various disciplines [thus this project] responds to
current developments and the ongoing discourse, analyzing possibilities to integrate art into the planning and
creation of public space” (Batista, Kovács and Lesky n.d.).
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planning and contribute to shaping the contemporary cityscape not only through the
implementation of public artworks, urban interventions, public installations or
collaborations with architects, but also by sustaining discursive contact with these other
disciplines via more affective methodologies.
MAP’s implementation through the format of the artist placement enabled the
project to actively invent the role of the urban acoustic planner and urban sound designer,
and to open an enquiry concerning the implications of the fields of urban acoustic
planning and urban sound design within the context of DCC. The project extended the
potential of the public art commission to a logical extreme, as it operated by sustaining
the potential to react and to transform its outputs at every step of its evolution. The
specificity of the results achieved by MAP within the context of DCC can be seen as
emblematic of a larger set of projects. MAP is thus a single iteration of a replicable
process. Its responsive structure suggests that it can be re-enacted within different
working contexts to produce different results. Different working contexts include local
authorities in other cities, organisations set within suburban or rural settings or within
institutions responsible for other forms of infrastructure such as transportation authorities.
5.4

Prototyping in the Public Realm: Developing Glass House in Smithfield Plaza
As the previous section demonstrated, MAP’s adaptive structure sustained an open

enquiry concerning the potential of urban sound design on the scale of the city. One of
the strategies employed to achieve this objective was to create interfaces between the
general public and the city council through the construction of two large-scale urban
sound installations, Continuous Drift and Glass House. As discussed in Chapter 2, the
public artwork Continuous Drift was developed into a permanent installation in Meeting
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House Square.205 The larger installation Glass House was developed as a prototype but
never finalised as a permanent installation.
This section considers the process of developing Glass House as a public prototype,
revealing how the development of this installation extended the participatory dimensions
of the MAP commission. This public-facing process foregrounds the potential of
experimentation in public within the urban environment, as opposed to developing
projects through software-based modelling or within controlled studio environments. The
public dimensions of this process support MAP’s objective to generate discourse
concerning urban sound design instead of implementing calculated solutions.

Figure 21: The view looking south through Smithfield Plaza, showing the gas
braziers along the western edge of the square within which the prototype for the
Glass House sound installation was installed. Photo: Sven Anderson. Image
courtesy of Sven Anderson.

In fact, Continuous Drift was not declared a permanent installation within the context of DCC but
has been extended since its launch with the intention of developing it on a permanent basis. The terms of this
permanency are contingent on several factors, not only related to DCC’s programming of Meeting House
Square, but also related to my own resources as they are required to support the project through ongoing
maintenance and observation.
205
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Glass House was a public urban sound installation for Smithfield Plaza that
explored the relationship between the closed, semi-public space of a cinema and the open,
public space of one of Dublin’s largest public squares (see
Figure 21). At the core of the installation was a software and hardware system that
“listened” to films being screened in Light House Cinema, extracting data from the films’
soundtracks to create subtle tonal traces that emerged in the public space outside of the
cinema – in Smithfield Plaza – while films were being screened.206 Glass House was
audible within the open area of the plaza, leaving the apartments to the west and the
pocket parks to the north and south unaffected. The technical system for the installation
comprised a system of computers, modified audio hardware, outdoor networking
equipment and customised weatherproof enclosures. This equipment was integrated in
the public lighting elements in the plaza and within the cinema’s projection room.207 If it
had been developed to its full potential, the installation would have spanned the length of
the plaza, using the twelve public lighting braziers lining the western edge of the square
as an armature.208

The new Light House Cinema opened in Smithfield in 2008, in a government-funded cinema
designed by DTA Architects. Previously the cinema had been located on a smaller premise on Abbey Street
between 1998 - 1996. The new cinema was taken over by Element Pictures in 2012 following Ireland’s
property crash in 2011. The cinema has four screens and focuses on a range of programming and events to
attract and sustain diverse local audiences.
207 The technical system used for Glass House integrated a range of components assembled into a
customised prototype. This prototype used JBL Control Contractor loudspeakers, Ubiquiti wireless
networking equipment, Pyle marine amplifiers, Chisel single-board computers, Behringer USB soundcards
and a range of customised power supplies and weatherproof enclosures. The Chisel computers ran a
customised Linux OS that I developed for the project. The sound processing (for both input and output) was
accomplished entirely in Pure Data using a version of PD-Extended that I compiled for the Linux setup used
in Glass House. If the installation had been developed a year later, these computers could have been replaced
by Raspberry Pi’s; however, at the time, the most effective option for the audio processing and tone
generation were the customised computers that were used.
208 Following years of decay leaving it as one of Dublin’s most derelict urban areas, Smithfield was
redeveloped through the Historic Area Rejuvenation Plan in 1997, through which an architectural
competition to redesign the public space was won by McGarry NiEanaigh Architects. The most prominent
infrastructural element was the addition of twelve 26.5 metre gas lighting braziers along the western edge of
the plaza. The gas elements of the braziers have remained inactivate since the early 2000s because they were
deemed to use too many resources in terms of fuel and running costs. The braziers remain, and are used only
as public lighting elements, with an uplighter tray containing a series of lights that are re-oriented down onto
the square via curved diffusors.
206
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The installation’s title alludes to John Cage’s theories equating experimental music
to glass architecture, where one does not see the surface (or hear the music) but somehow
looks (or listens) through it.209 The title also references a building (also) named Glass
House located on the southern edge of Smithfield Plaza.210 These references highlighted
the installation’s relationship with the site-specific dynamics of the square as it progressed
through a speculative phase of urban development, and its objective to further the sonic
enquiry proposed by Cage. Indeed, the installation was unobtrusive, its form being
determined largely through individual, subjective experience, thus instigating discussions
of urban ambiances and atmospheres as discussed in Sections 4.3 and 4.4.
Glass House was developed in stages between 2014 and 2017, alongside the
evolution of other aspects of MAP. The Glass House prototype was developed on the two
public lighting braziers closest to Light House Cinema in Smithfield Plaza (see Figure
22).211 The sound emerged from speakers located within each public lighting element,
which allowed sound to be positioned at ground-level or overhead. As films played in
one of the theatres in Light House Cinema (see Figure 23), a computer in the projection
room analysed the soundtrack to detect discrete tones. The frequencies of these tones
were relayed via wireless network to computers in the columns in the plaza, which
operated in unison to shift tonal drones based on frequencies detected in the films between

Cage considers the relationship between glass architecture and experimental music as early as 1952.
Cage postulates that experimental music “acts in such a way that one can ‘hear through’ a piece of music just
as one can see through some modern buildings or see though a wire sculpture by Richard Lippold or the glass
of Marcel Duchamp” (1952). Cage makes this statement within a lecture on March 27, 1952 in Juilliard
Concert Hall. The recording and transcript of this lecture are available at:
http://jmedia.juilliard.edu/digital/collection/p16995coll3/id/10932 (accessed September 4, 2021). For a
closer consideration of the influence of modern architecture on Cage’s work, see Branden W. Joseph’s article
John Cage and the Architecture of Silence (1997).
210 The Glass House building is located at 11 Coke Lane below the southern edge of Smithfield Plaza.
At the time of writing the building is home to the restaurant Urbanity, which opened in February 2016. The
south-western corner of Smithfield where the building is located has been significantly developed between
the first phases of the Glass House installation and the present (2021).
211 Despite positive feedback received throughout its evolution, Glass House was never developed to
full scale across all twelve lighting braziers. The project’s progress slowed down as my efforts shifted to
support the development of the sound installation Continuous Drift.
209
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one public lighting column and the next. Each spatial transition was shaped via different
parameters, resulting in a variety of sonic forms that could be achieved between upper
and lower speaker elements.212

Figure 22: Documentation of the installation of the Glass House prototype,
during which I worked closely with DCC’s public lighting department to
integrate the installation’s system within both the lower and upper levels of two
of the twelve braziers lining the square. Photo: Sven Anderson. Image courtesy
of Sven Anderson.

The tonal elements produced by Glass House were set to a low volume and scaled
in response to noise readings captured by a microphone located overhead. The installation
increased and decreased its output in direct relation to the surrounding urban dynamics.
It became louder in response to the sounds of traffic, or when the effects of wind and rain
became more prominent. This input signal was filtered to remain independent of more
instantaneous sonic dynamics, ensuring that sirens, passing voices and seagulls did not
modulate the volume of the installation.

212 The Pure Data patches that controlled the installation used a series of random number generators
to modulate the rate at which sound was panned from one brazier to the next, and from lower speakers to
upper speakers. These gestures could only be perceived via longer duration listening.
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Figure 23: The interior of Light House Cinema, in which Glass House analysed
the soundtrack of films and sent information to shape the tonal elements within
the system located in the public space of the plaza. Source:
https://www.designbuild-network.com/projects/light-house/ (accessed
October 9, 2021).

Glass House demonstrated how additive urban sound design methodologies could
augment the character, identity and ambiance of a public space. It simultaneously acted
as a bridge between the city council and a prominent local cultural institution (Light
House Cinema). This partnership revealed how an urban sound design project can be
instantiated as a shared asset between multiple stakeholders in an urban region that has
experienced difficulties within earlier phases of its redevelopment. The challenges of
Smithfield Plaza are linked to its open characteristics and lack of coherent programming.
Since Smithfield’s revitalisation in the late 1990s and early 2000s, the plaza has been
recognised as an asset (as it comprised one of the largest programmable open spaces in
the city), but simultaneously as a problem, as newly built commercial spaces bordering
the square remained vacant following the financial crash of 2008.213 Glass House
activated the open dynamics of the square by positioning a large-scale urban sound

The development and gentrification of Smithfield was slow despite the speculations and ambitions
focused on the site since its transformation in the late 1990s. Following the redevelopment of the area during
this phase, there was significant public critique of early proposals for high-rise residential buildings and how
they contrasted lower income housing and communities in the area (Tower Block Decision Sums Up
Incoherent Approach to Urban Planning in Smithfield 2000).
213
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installation in close proximity with multi-story residential units, seeking to subtly
reactivate the plaza’s vacant ambiance and redefine the potential of the district.214
The development of Glass House represented an opportunity to collaborate with
different departments within DCC, the community of local business owners and residents
of Smithfield. Initial conversations concerning the project’s feasibility were conducted in
liaison with the City Architects’ department responsible for recent work in the Smithfield
area.215 I introduced the project to Light House Cinema through Element Pictures (the
company that owns and manages the cinema) and conducted site visits to the projection
room with the cinema’s projectionist to secure a method of obtaining signals from the
projection equipment.216 I introduced the project’s technical requirements to the public
lighting department in DCC, who I collaborated with through each phase of on-site
prototyping to access lighting elements, address electrical requirements, discuss
weatherproofing and install the equipment. I coordinated these activities with support the
Arts Office and The Studio in DCC. To develop funding for the project, I presented the
concept for Glass House within the Culture Recreation & Amenity Department. The
project was funded through the Smithfield Quarter Enhancement Scheme, a larger project
focused on the development of two small parks on the northern and southern extremes of
the plaza.217

214 Positioning a sound installation of significant scale in close proximity to residential units
represented one of the original challenges that I sought to address through this project. The responsive
programming of the installation was motivated by an intent to ensure that the output of the installation would
remain virtually unnoticed from the closest balcony spaces on the western side of Smithfield Plaza.
215 My initial research in Smithfield was supported by several meetings with the DCC architect Brian
Swan, who had been involved in several recent regeneration projects in the area.
216 My communications with Element Pictures – the company responsible for the operation of the
Light House Cinema – were facilitated by Chelsea Morgan Hoffmann, who worked with Element and helped
to introduce the potential of the project to key personnel. Later conversations related to interfacing the
installation with the projection equipment took place in consultation with the cinema’s projectionist, Mariusz
Dmochowski.
217 Smithfield Quarter Enhancement Works were announced in 2012. These works sought to
reactivate the square and converted the northern and southern extremes of the square into more accessible
spaces (Obrien 2011).
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As Glass House evolved through these discussions, its conceptual definition was
tested in terms of its legibility in relation to other urban design initiatives that contributed
to the transformation of the district. Through these conversations and the process of public
prototyping, the project became aligned not with an effort to address issues of noise or
soundscaping, but with a more holistic urban design process focused on attracting new
publics to engage with this vital urban space. Indeed, prototyping Glass House within the
open space of Smithfield presented an opportunity to attract attention to the project, and
to observe the public’s reaction. I discussed Glass House with passers-by who were
curious both about the sounds and the infrastructure.218 The project’s temporal dynamics
and responsive behaviour – becoming audible only when it detected melodic passages
within films playing in the cinema – proved an accessible concept that activated
conversations about how the space of the plaza and the space of the cinema intersect.
The Glass House prototype presented further opportunities for more formal
discussions. Figure 24 depicts a discussion with Dick Gleeson – at that time the head of
the Department of Planning at DCC – and a group of students from the University of
Southern California Sol Price School of Public Policy visiting Dublin to research public
realm initiatives (Lytal 2014). This on-site discussion provided a chance to discuss the
installation’s objective in relation to the changing character of Smithfield Plaza.

I was granted a custom key from the DCC Public Lighting Department which enabled me to open
the braziers on my own in order to swap out different modifications to the installation’s audio equipment,
enclosures, power supplies and wireless equipment. Opening this public infrastructure and revealing the gas
works (and installation electronics) invited the curiosity of people in the square. Working on the installation
in public was punctuated by opportunities to discuss the project with individuals and small groups traversing
the plaza.
218
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Figure 24: Former DCC senior city planner Dick Gleeson describing the Glass
House installation to visiting urban design students from the University of
Southern California Sol Price School of Public Policy. Image courtesy of Sven
Anderson.

My experience prototyping Glass House established how the process of developing
urban sound installations represents an opportunity to engage with different communities,
local stakeholders and the general public. The presence of works being actively developed
on site provides a locus for active public engagement and serves to demystify the concept
of urban sound design. On the following pages, Figures 25–29 provide further
perspectives of the process of prototyping Glass House.
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Figure 25: Looking south across Smithfield Plaza to demonstrate the scale of the public lighting
braziers in relation to the pedestrian space of the square, where the Glass House sound installation
was prototyped between 2014 and 2017. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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Figure 26: Looking north across Smithfield Plaza, where the Glass House sound installation was
prototyped between 2014 and 2017. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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Figure 27: Equipment for an early prototype of Glass House being integrated into a public lighting
brazier in Smithfield Plaza. The ground level component of the sound for this work emerged
through the perforated grille that covers this opening. Photo: Sven Anderson. Image courtesy of Sven
Anderson.
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Figure 28: Dublin City Council Public Lighting Services working on the cabling and installation for
Glass House on one of the public lighting braziers in Smithfield Plaza. Photo: Sven Anderson.
Image courtesy of Sven Anderson.
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Figure 29: The Glass House building that inspired the title of the Glass House sound installation,
located just to the south of Smithfield Plaza. Photo: Sven Anderson. Image courtesy of Sven
Anderson.
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5.5

Linking Artist-Led Enquiries with Remedial Strategies for Urban Sound
Design
As the previous two sections described, MAP explored the reflexive potential of the

artist placement as well as the participatory opportunity of prototyping in public space.
The artwork positioned these methodologies as components of an adaptable framework
prompting new considerations about the relationship between sound, urban planning and
the city’s administrative and public domains.
This section continues by exploring the interactions between MAP and the Air
Quality Monitoring and Noise Control Unit in DCC, which is responsible for the noise
mapping and action planning procedures discussed in Chapter 3.219 MAP revealed
opportunities to work alongside the strategies implemented by the Noise Control Unit,
evolving the collaborative approach that is a core element of MAP’s methodology.

Site
Locations

Figure 30: The map and locations of fourteen ambient noise monitoring stations
in Dublin from which the icon for MAP was derived. Image courtesy of Dublin
City Council.

219 The Air Quality Monitoring and Noise Control Unit is led by Brian McManus and located in
DCC’s central Wood Quay office, where I was situated within The Studio.
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Once MAP became formally situated in The Studio in DCC (as detailed in Section
5.2), I reviewed active and historical documents detailing how DCC was working in
response to the END.220 DCC had established an environmental noise sensor network
consisting of fourteen nodes distributed in strategic locations throughout the city.221 This
data capture infrastructure represented a central device through which the city established
its relationship with sound through the paradigm of environmental noise. To draw
attention to the significance of this sensor network in determining the city’s relationship
with sound, I developed the MAP logo based on the locations of these sensors in the city.
Different variations of this icon were used to identify MAP on project websites,
documents and presentations. 222 MAP’s website stated:
The pattern of 14 points that forms the identity for MAP corresponds to the locations
of the current ambient noise-monitoring sensors installed in Dublin, extracted from
the map of the city. These sensors measure and record the city’s sonic dynamics, as
mandated in the European Environmental Noise Directive established in 2002,
producing a sequence of data that establishes a legible but abstract representation
of the city’s sound environment. MAP takes this abstraction as the entry point at
which the city as an institution initiates its dialog with the sound environment,
seeking out further abstractions as well as forging a more concrete operational
phenomenology. (Anderson 2013a)

220 Many of the documents and objectives of the Air Quality Monitoring and Noise Control Unit are
available to the public via the city council’s website. The documents that I focused on at the outset of MAP
were the Noise Maps, Reports and Statistics documents produced in 2007 and 2012. For more information see:
https://www.dublincity.ie/residential/environment/role-air-quality-monitoring-and-noise-controlunit/dublin-city-noise-maps/noise-maps-and-action-plans (accessed September 4, 2021).
221 DCC worked with Sonitus Systems to develop and maintain its ambient noise monitoring system
and public-facing website. See: www.dublincityairandnoise.ie (accessed September 4, 2021). For more
information see: http://www.sonitussystems.com/applications/environmental/case-study (accessed
September 4, 2021).
222 Several of the iterations of the MAP icon (based on the coordinates of the fourteen ambient noise
monitoring stations in Dublin as they were positioned in 2013 and 2014) are shown in Appendix B (Section
1).
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This icon established that MAP approached the city not only as a territory in which
the experience of sound can be actively connected with urban design, but also as a space
increasingly fixated on data capture and representation. The icon communicated that MAP
sought to critically engage with existing infrastructures set in place through processes
related to environmental noise monitoring and strategic noise mapping.

Figure 31: The most frequently used iteration of the MAP icon. This icon was
presented as a visual identify for the project. It is based on a geometric form
derived from the coordinates of the 14 ambient noise monitoring sensors located
in Dublin in 2013. Image courtesy of Sven Anderson.

Over time, MAP developed a relationship with the DCC Air Quality Monitoring
and Noise Control Unit, which was responsible for the administration of the ambient noise
monitoring sensor network referenced in the MAP icon (see Figure 30 and Figure 31).
My initial meetings within DCC led to an introduction with Brian McManus, the head of
the Noise Control Unit. 2013 was a significant year, as the 2008 – 2013 Environmental
Noise Action Plan was coming to its end and the 2013 – 2018 plan was being developed
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for submission.223 McManus and I discussed how strategic noise mapping and other
requirements related to the END had manifested in Dublin, exploring both of our
experiences and perspectives. I learned that the work of the Noise Control Unit was
substantially isolated from the planning department. The longer-term objectives of the
END (of contributing to wider discourse on noise in Europe and of communicating noiserelated issues within a local context) were carried out independently of other processes
within DCC. Dialogue between MAP and the Noise Control Unit thus revealed a mutual
concern for developing greater awareness of the city’s relationship with noise and sound
within the working context of DCC, and with linking the city’s sound environment to new
strands of research and production.
This intersection with the Noise Control Unit provided an opportunity to
contextualise MAP within the history of DCC’s engagement with noise and sound.224
Previous strategic noise action plans had explored the challenge of rerouting traffic to
reduce noise levels (and to thus produce better statistics through noise modelling). The
current action plan prioritised the identification of quiet areas within the city, a process
ratified later that year.225

223 The Dublin Noise action plans for 2008 - 2013 and 2013 - 2018 are available at:
https://www.dublincity.ie/residential/environment/role-air-quality-monitoring-and-noise-controlunit/dublin-city-noise-maps/noise-action-plan (accessed September 4, 2021). The website states: “Dublin
City Council’s Noise Action Plans lay out approaches as to how the Council will manage all environmental
noise issues, whether strategic or local, regulated or unregulated. The plans set out how the Council deals
with local noise nuisances and complaints along with planning, development and traffic management issues”.
224 The city of Dublin has been home to a variety of projects exploring sound in relation to the city.
Several of these projects are considered in Listening Together, the essay that I wrote for Christina Kubisch’s
sound installation Voices of Memory (Anderson 2016a) in an effort to contextualise Kubisch’s new work within
Dublin. However, in the context of MAP, my interactions with the Noise Control Unit provided a means of
learning to place my own work within a different context, related to DCC’s longer-term work with regards to
noise and sound, even as my enquiry was not aligned with the objectives and methodologies sustained
through this more continuous practice.
225 For more information on the eight quiet areas designated in Dublin in 2013, see the document
Eight Areas Nominated to the Minister for Environment, Community & Local Government in Dublin City, for the
Delimiting as Quiet Areas (2013) and further documentation related to the definition of quiet areas available at:
https://www.dublincity.ie/sites/default/files/media/file-uploads/2018-07/QuietAreas_WebDoc.pdf
(accessed September 4, 2021); and https://www.dublincity.ie/residential/environment/role-air-quality-
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Based on exchanges between MAP and the Noise Control Unit, I chose to submit
MAP for The European Soundscape Award on behalf of DCC. The award represented a
significant opportunity for MAP to gain international attention, as it was developed by
the European Environment Agency (EEA) in conjunction with the UK and Dutch noise
abatement societies to recognise innovation methodologies that impact and expand
existing environmental noise policy and soundscape research in Europe.226 I submitted
MAP for this award, summarising the project’s status as premised on developing urban
sound design workshops within DCC to accompany work on sound installations in
Meeting House Square and Smithfield Plaza. The submission was successful, and MAP
received the award in 2014.
Receiving the European Soundscape Award was a significant milestone for MAP,
as it demonstrated that the project’s identity was extending beyond the expectations of
what was possible to achieve through a public art commission. The project began to
attract feedback from a wider transdisciplinary community; for example, the award led to
an opportunity to present MAP at an EIONET meeting in Bern.227 Presenting MAP in this
forum drew further attention to the project within an international context.228
Communications within this network led to opportunities to audition the project’s
methodologies with a range of professionals working towards environmental noise policy
in other European countries, as well as more centrally within the EEA.

monitoring-and-noise-control-unit/dublin-city-noise-maps/quiet-areas-dublin-city (accessed September 4,
2021).
226 For more information on The European Soundscape Award, see:
https://www.eea.europa.eu/highlights/reducing-noise-pollution-success-stories (accessed October 12, 2021).
At this time, the contextualisation of MAP as related to the paradigm of soundscape studies felt more
compatible. Subsequently this became less possible, given the more regimented development of the
Soundscape standard discussed in Section 4.2.
227 As detailed in Section 3.3, EIONET is the European Environment Information and Observation
Network.
228 The scope of the international context within which I was able to discuss the project at this stage
was still limited primarily to Europe, as EIONET is focused on this territory.
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The conversations that evolved within this network contributed to MAP’s approach
to working in Dublin by connecting the project with experiences in other countries. This
discourse explored local and national tactics being developed to address difficulties
meeting the requirements of the END, primarily in relation to later rounds of noise
mapping that were then in progress. This in turn highlighted the degree to which different
cultural contexts influence the perception of noise and how this perception relates to
public engagement with urban sonic experience. These conversations demonstrated that
it was possible for a project such as MAP to instigate a degree of criticality regarding the
implementation of the END within the professional community represented through
EIONET and revealed that there was capacity to reflect on the universalising tendencies
that lay as the directive’s foundation (as set out in Section 3.3).
Ongoing interactions with the Noise Control Unit thus supported MAP’s integration
within DCC and enabled the project to evolve the potential of integrative sonic urbanism
through consideration of modes of practice that lay beyond its own core methodology.
Through the European Soundscape Award, these interactions led to a level of validation
that built awareness of MAP within DCC, which was in turn crucial for supporting the
prototyping of Glass House and the development of Continuous Drift from its launch in
2015 through its expansion through subsequent additions (An Introduction to Work and
Energy in 2016 and Balance in 2017). From a wider perspective concerning the city’s
relationship with sound, the legacy of MAP is established alongside the advances in quiet
areas defined in 2013. MAP’s interconnected outputs thus establish an open, integrative
perspective concerning the city’s relationship with sound. In the following pages, Figures
32–36 reveal different iterations of the MAP icon, based on the locations of ambient noise
monitoring stations in Dublin.
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Figure 32: An iteration of the icon for the public artwork The Manual for Acoustic Planning and
Urban Sound Design. Image courtesy of Sven Anderson.
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Figure 33: An iteration of the icon for the public artwork The Manual for Acoustic Planning and
Urban Sound Design. Image courtesy of Sven Anderson.
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Figure 34: An iteration of the icon for the public artwork The Manual for Acoustic Planning and
Urban Sound Design. Image courtesy of Sven Anderson.
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Figure 35: An iteration of the icon for the public artwork The Manual for Acoustic Planning and
Urban Sound Design. Image courtesy of Sven Anderson.
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Figure 36: An iteration of the icon for the public artwork The Manual for Acoustic Planning and
Urban Sound Design. Image courtesy of Sven Anderson.
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5.6

Framing Urban Sound Design as a Form of Socially Engaged Practice
The different levels of collaboration and participation established through MAP can

be understood within a broader spectrum of participatory and socially engaged practices
drawn from a wider domain of contemporary public art. This section contextualises MAP
in this domain of practice to clarify the participatory and responsive dimensions of the
project’s structure, and to demonstrate how these elements influenced MAP’s trajectory
within DCC as well as within the city of Dublin.
MAP extends contemporary urban sonic arts practice by positioning discussions of
urban sound design and related artistic strategies within a wider discourse concerning
socially engaged practices in contemporary art, and more specifically public art discourse
over the past twenty years. Art historian Claire Bishop (2012) summarises the rise of this
form of socially engaged art in the 1990’s as focused on reconceiving both the role of the
artist and of artistic practice. Bishop outlines that:
… [The] artist is conceived less as an individual producer of discrete objects than
as a collaborator and producer of situations; [and] the work of art as a finite,
portable, commodifiable product is reconceived as an ongoing or long- term project
with an unclear beginning and end; while the audience, previously conceived as a
‘viewer’ or ‘beholder’, is now repositioned as a co-producer or participant. (2)

Bishop’s definition of socially engaged artistic practice supports the objectives and
methodologies of MAP (outlined in Section 5.2). Socially engaged art – and participatory
art as a larger container within which Bishop groups “socially engaged art, communitybased art, experimental communities, dialogic art, littoral art, interventionist art,
participatory art, collaborative art, contextual art and (most recently) social practice” (1)
– explores projects that leverage cooperative, collaborative and participatory formats to
effect social change. Bishop considers the rise of works that position participatory
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elements in the foreground, noting that these works often engage with participants
through formats derived from theatre and performance, before expanding on these forms
through considerations of practices in which socially engaged elements occur in the
background of artistic production without an audience, as is the case with much of the
work of MAP and the APG.229

Figure 37: Max Neuhaus working on a prototype of a sound installation for an
underground passageway connecting two metro stations in Montparnasse, Paris
(1985). This work was never installed despite Neuhaus’ continued engagement
through discussions and negotiations with a variety of stakeholders in an
attempt to gain support for the project. Photo: Florian Kleinefenn. Source:
https://en.doppiozero.com/materiali/max-neuhaus/neuhaus-time (accessed
October 9, 2021).

The integration of socially engaged practice to explore the relationship between
sound and urban space is not unique to MAP. Indeed, the evolution of Max Neuhaus’
practice as discussed in Sections 2.5 and 2.6 required the artist to pursue similarly
‘invisible’ processes working with a range of institutions, city councils and municipal
authorities to support his more tangible project outputs (see Figure 37).230 More recently,

The sixth chapter of Bishop’s Artificial Hells – Incidental People: APG and Community Arts – outlines
the origins and the legacy of the APG, considering difficulties that emerged through exhibitions such as
Inno70, which sought to articulate the embedded and bureaucratic dimensions of past artist placements but
were often perceived as portraying a “dry impenetrability and corporate appearance” (Bishop 2012, 168).
230 Many of Neuhaus’ more ambitious projects required long-term negotiations with various local
authorities and other stakeholders. One example of this is documented in the video produced for Neuhaus’
229
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Jacob Kreutzfeldt and Brandon LaBelle’s Copenhagen Sonic Experience Map (2007)
developed a collaborative structure with a wider public by exploring a participatory
mapping process via postcards that invited input from local residents, exploring localised
sonic experience to challenge the strategic noise mapping methodologies introduced in
Chapter 3. Kreutzfeldt (2011) reflects on this process, questioning the normalising
ambitions that underlie the remedial strategies for urban sound design practice:
An aural architecture would not necessarily value aural harmony and silence, it
would rather incorporate an ear-like capacity to integrate and disintegrate, to
expand and reduce, to cope with complexities through consolidation and with
consistencies through dissection. (78)

Within integrative sonic urbanism, participatory strategies can be used to engage
with the complexities that Kreutzfeldt alludes to. The instinct to explore such plural
perspectives are echoed in other projects in the field of urban sound art and urban sound
design since the late 1990s. Artist Peter Cusack’s iterative project Favourite Sounds,
which has progressed through several cities beginning with London in 1998 catalogues
and records sounds selected by local residents to celebrate positive affinities for the
sounds within a given locale. These positive affinities counteract the tendency for the
city’s sound environment to be perceived as comprised solely of (unwanted) noise.231
Similarly, in 2015, artists Bruce Odland and Sam Auinger (O+A) facilitated a residency
programme that expanded on the production of urban sound installations through wider

installation Time Piece Stommeln developed for the synagogue in the German town of Stommeln in 2007, which
depicts Neuhaus as focused on fine tuning the installation but equally engaged in maintaining dialogue with
local stakeholders in order to support the production of the work. This video documenting Neuhaus’ work in
Stommeln is accessible at: https://web.archive.org/web/20170322053740/http://www.maxneuhaus.info/Neuhaus-Stommeln.html (accessed September 4, 2021).
231 Peter Cusack has organised multiple iterations of Favourite Sounds since its inception in London in
1998, exploring Beijing, Prague, Berlin, Birmingham, Manchester, Southend on Sea and other cities. Sounds
collected from these projects have been showcased in radio broadcasts on London’s Resonance FM and on
the Favourites Sounds website in the form of interactive sound maps leveraging the Google Maps API. For
more information see: https://favouritesounds.org/ (accessed September 4, 2021).
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discussions related to urban design and planning in Boston in collaboration with
architecture and design students (see Figure 38).232

Figure 38: Bruce Odland and Sam Auinger (O+A) working with architecture
and design students in Northeastern University in Boston, USA developing
research focused on the sonic commons in and around Ruggles MBTA station
(2017). Source: https://camd.northeastern.edu/showcase/sam-auinger-bruceodland-residency/ (accessed October 9, 2021).

In 2020, the project Folkets Lydhave (A Community Sound Garden) that I developed
in Struer in collaboration with urbanist Trond Maag and artist Andres Bosshard provided
an invitation to the city’s residents and visitors to conduct an exploration of sound and
urban planning. The project was developed through a simple, tactile framework
comprising a series of audio cassettes and a set of boomboxes (see Figure 39). By
selecting cassettes containing different field recordings of the area and positioning the
boomboxes within a public area characterised as a transition space, participants developed

Odland and Auinger worked with architecture and design students at Northeastern University on
mapping the ‘sonic commons’ of Ruggles MBTA station, focusing on design research, community
engagement and the creation of a public sound installation for the station. The installation was showcased
with the exhibition Listen Hear at the nearby Isabella Stewart Gardner Museum, which ran from March 8th –
September 5th, 2017. For more information see: https://camd.northeastern.edu/showcase/sam-auingerbruce-odland-residency/ (accessed September 4, 2021).
232
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sonic interventions to consider how different acoustic layers could contribute to the
perception and use of the site.233

Figure 39: Two of nine simple cassette boomboxes (marked with red balloons)
positioned by participants to explore sound in the public realm within the
project Folkets Lydhave developed by Trond Maag, Andres Bosshard and
myself in Struer, Denmark (2020). Photo: Trond Maag. Image courtesy of Maag,
Bosshard, Anderson and Struer Lydens By.

These projects exemplify methodologies that foreground citizen participation and
collaborative sonic exploration that support discussions of the relationship between urban
sound art, urban sound design and acoustic planning. Each project is characterised by its
own parameters concerning the methodology through which engagement takes place and
the means through which participatory and socially engaged elements are identified
within the structure of the work. Although these projects parallel methods of citizen
participation rooted in the evolution of the soundscape concept (which foregrounds the
role of citizen interviews and group sound walks, as discussed in Section 4.2), these

233 During the first months of the COVID-19 pandemic in 2020, I worked with Trond Maag and
Andres Bosshard to develop the project Folkets Lydhave (A Community Sound Garden) in the city of Struer in
Denmark (Anderson, Bosshard and Maag 2020). The project was open to the public (with various safety
protocols related to COVID-19 health guidelines) between August 20th and September 19th and was
supported by Struer Kommune and Struer Lydens By as an initiative to explore participatory approaches to
researching the role of sound in the public realm. For more information see:
https://lydensby.dk/nyheder/dyrk-lyden-i-lydens-have/ (accessed September 4, 2021).
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participatory elements reflect more complex tendencies derived from socially engaged
practices, and activate nuanced relationships with other social, cultural and urban
concerns.
Considered in this context, MAP’s responsive structure supported participation on
a number of different levels. The most significant level of participation was developed
through the establishment of internal dialogue within DCC, through which I encouraged
the project’s collaborators to become active participants as well as a primary audience of
the project. Along these lines, MAP evolved with varying levels of participation from the
arts office, The Studio, the parks department, the public realm officer, the department of
planning, the city architects’ department, the department of public lighting and the Air
Quality Monitoring and Noise Control Unit. Dialogue with these departments granted the
project support and critique. As MAP became more focused on the development of the
sound installations Continuous Drift (introduced in Section 2.2) and the prototype for
Glass House (discussed in Section 5.4), these internal discursive elements were
augmented by meetings and project introductions with local business owners and other
project stakeholders. It was necessary to develop peripheral relationships with a variety
of cultural institutions that supported the project through the provision of resources and
insight required to integrate these projects within complex urban sites. 234 Later in the
process of developing these public interventions, MAP shifted its focus to establishing
conversations with the public, and with passers-by who encountered the projects during
different phases of prototyping. These ongoing forms of dialogue provided crucial insight

234 My intention for these installations was that their development and evolution within the public
spaces that they occupied would serve as a forum through which local businesses, cultural institutions and
other stakeholders could engage with the topic of urban sound design and consider how such interventions
could contribute to the dynamics of such spaces. Continuous Drift was supported by a range of adjacent
institutions within Meeting House Square, most notably the Gallery of Photography. Glass House was
supported by Light House Cinema, but also by businesses such as the Third Space Café, in which I scheduled
many of the meetings relating to the project’s development.
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concerning how to best settle the projects’ dynamics to balance with the expectations and
uses of the sites in which they were installed.
MAP enacted further participatory strategies on a systemic level through activities
related to the project’s dissemination. Through lectures, conference presentations and
other outreach events, I presented MAP as an open structure in order to invite active
discussion and criticism from the audience. These activities focused on discovering
opportunities through which others could participate more directly in the evolution of the
project. For example, my presentation of MAP within the Urban Knights event series at
the Science Gallery in 2013 introduced the project through the lens of urbanist Kevin
Lynch’s concept of imageability (Lynch 1960). By adapting one of Lynch’s central texts
to focus on sonic form instead of visual form, the presentation encouraged the audience
of the event to engage with the project as potential collaborators. The architect Sean
Harrington was present in the audience, and following the presentation initiated a
conversation concerning Meeting House Square, where he had recently completed the
design of the rainscreens that provided shelter for outdoor events. This led to the
development of the first conversations regarding the sound installation Continuous Drift
introduced in Chapter 2. This anecdote is characteristic of many of the presentations that
I developed to support MAP, each of which represented an opportunity through which
new collaborations could be developed to support the project’s integration within
different working communities.
By encouraging these modes of participation, MAP became a space for many voices
to converge through the subject of acoustic planning and urban sound design in the
context of DCC and the wider city of Dublin. The artwork welcomed both supportive and
critical exchanges within an open structure that embraced both certainty and uncertainty
within different phases of its evolution. As is the case with many socially engaged
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artworks,235 the network of interactions that took place within MAP revealed an effective
means of experimenting with the subjects that it addressed but simultaneously a difficult
artistic output to evaluate.236
Over the course of its evolution, MAP expanded the field of urban sound design and
acoustic planning through methodologies derived from socially engaged and participatory
modes of practice. These forms of practice were not introduced as a secondary process in
support of other objectives, but as a primary element within the project itself. Through
these methodologies, MAP altered the way that the city addresses the urban sound
environment by providing opportunities to integrate different aural experience and reorient the city’s resources towards a perspective that is at once critical, collaborative and
human centred.
5.7

Sustaining Durational Projects to Liaise with Other Practices
MAP’s capacity to develop discourse concerning urban sound design and acoustic

planning is further established through its significant duration, extending from 2013 to
2020. Enquiries that explore urban sound design through the lens of artistic practice are
often limited by constraints linked to the scope and duration of the project. Due to limited
resources, projects are defined to address a concise brief, for example developing urban
sound design methodologies to support a larger place-making initiative or commissioning
an urban sound installation to address the dynamics of a specific site. The window for

Bishop (2012) explores the difficulty of evaluating complex socially engaged artworks within her
discussion of the APG, where she notes that “APG’s activities go straight to the heart of contemporary
debates about the functionality of art, the desirability (or not) of it having social goals, and the possibility of
multiple modes of evaluation” (174).
236 Indeed, MAP’s status as an artwork is linked to its efforts to develop different opportunities for
participation through which the project’s structure was able to take form; however, the significant level of
participation that the project achieved was not a requirement for the work to take place. As discussed in
Section 5.3, the artwork would have taken a different form if it had not been able to be integrated within the
working domain of DCC.
235
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engagement between various project stakeholders is determined by the time required to
produce the output required for the brief. MAP provided an alternative to these temporal
constraints by operating across a longer timeframe through which different stages of
communication and project dissemination were extended and interleaved with other
dimensions of artistic production.237 This duration provided opportunities to reflect on
the work of other practitioners to contextualise MAP within a larger field of practice,
rendering it more legible within DCC. 238 This section outlines how MAP developed
awareness of its historical roots as well as its active connections with more contemporary
practices.
The objective of my efforts to contextualise MAP within a consistent set of
references was to establish a shared knowledge base that my collaborators in DCC would
become familiar with over time. This was a highly integrative process, drawing from a
number of sources. To highlight a means of integrating new methodologies with existing
noise policy, MAP referenced Max Dixon’s work towards The Mayor of London’s
Ambient Noise Strategy: Sounder City (2004). To explore the topic of urban sound design
and its relationship with sound installation and public prototyping, MAP drew from the
work of Björn Hellström in Stockholm (2003) and Jordan Lacey in Melbourne (2016).
To draw attention to the role of soundwalks and performance as vehicles for site-specific
urban sound design research, MAP introduced Caroline Claus’ work in Warsaw (2015).
MAP referenced key sound installation practices, from Max Neuhaus’ historical work to

Later phases of MAP evolved through less-frequent meetings, maintenance discussions relating to
DCC and various dissemination activities. The project was not formally funded at this stage, as it had been
during the first years of its operation. I chose to devote my own time to the project in order to sustain it
through this phase, supporting it by integrating it within other research projects and presentation
opportunities.
238 As discussed in Section 5.5, presenting MAP within the network affiliated with The European
Soundscape Award represented a key milestone in the process of developing a platform through which to
contextualisation my work with. Other recipients of the European Soundscape Award include Brigitte
Schulte-Fortkamp (2012), Trond Maag (Second place, 2013) and Antonella Radicchi (Second place, 2014).
237
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projects developed through Carsten Seiffarth’s sustained curatorial efforts.239 MAP
generated an awareness of the substantial quantity of research that had converged on
urban sound studies through the concept of urban ambiances as discussed in Section 4.3,
as well as the significance of acoustic territories as a concept through which to engage
with issues of authority and control as outlined in Section 4.5.

Figure 40: The view along the train platform where artist Trond Lossius’
temporary artwork The derivative (touching the curve, sensing the change) was
installed in the suburb of Hökarängen in Stockholm, Sweden as part of the
exhibition Augmented Spatiality curated by Maria Andueza Olmedo (2013).
Source: http://trondlossius.no/works/51-the-derivative-touching-the-curvesensing-the-change (accessed October 9, 2021).

Efforts to contextualise MAP within a wider constellation of research and practice
ensured that the project’s structure could evolve as a platform through which to pursue
connections with fellow practitioners. Such efforts were manifest both within the formal
settings of conferences and symposia as well as through more informal meetings and site
visits. Between 2013 and 2020, MAP provided a platform for conversations with Sarah
Lappin and Gascia Ouzounian to discuss Recomposing the City; with Maria Andueza
Olmedo to learn from her project Augmented Spatiality (2013) pictured in Figure 40; with

A sustained observation of curator Carsten Seiffarth’s contemporaneous project Bonn Hoeren led
to an opportunity for DCC Public Art Manager Ruairí Ó Cuív to visit Bonn during the summer of 2013 to
attend a symposium event and to experience the active sound installations, notably Christina Kubisch’s works
developed that year.
239
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Peter Cusack to learn about his transition from working in London to working in Berlin;
with Sam Auinger to discuss siting urban sound installations;240 with Colin Ripley to
discuss sound in the context of experimental architectural praxis; with Carsten Seiffarth
to discuss the curatorial aspects of Bonn Hoeren; with Dietmar Offenhuber to discuss
links between urban sonic praxis and other forms of critical urbanism; with Carsten
Stabenow to understand the potential of the urban sound art festival Tuned City; with
Arnont Nongyao to reimagine vibration as a medium through which to trace the
relationship between sound and urban experience; with Trond Maag to consider the need
for more diverse methodologies for exploring sound in the context of urban design and
planning; and with Jacob Kreutzfeldt to discuss the evolution of the city of Struer’s
identity as Lydens By (The City of Sound) and the Struer Tracks urban sound art
festival.241 These discussions integrated insight from other approaches to urban sound art
and urban sound design. Building connections with these practitioners ensured that
localised actions in Dublin were not perceived as an isolated effort, but in connection
with a wider field of practice taking place on an international scale. As such,
foregrounding these active references within MAP supported the claims developed in
Section 4.6, which assert the potential for integrative sonic urbanism to postulate not a
singular, but a plural approach to working with sound in the city.

Video documentation of a panel discussion exploring urban sound design between myself, Sam
Auinger, Peter Cusack and Dorothea Kalogianni within the Next City Sounds symposium at ZKM in
Karlsruhe can be found here: https://zkm.de/en/media/video/globale-next-city-sounds-panel-discussion
(accessed October 7, 2021). This symposium took place December 11-12, 2015.
241 The discussions detailed in this section represents only a fraction of the conversations that have
emerged through MAP over the course of the project between 2013 – 2020.
240
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Figure 41: The setting of artist Christina Kubisch’s temporary sound installation
Voices of Memory along the river Liffey in the Irish National War Memorial
Gardens, realised with support from The Goethe Institut Irland, DCC and the
Office for Public Works (OPW) and active between 2016 and 2018. Source:
https://www.goethe.de/ins/ie/en/kul/sup/vom.html (accessed October 9,
2021).

Indeed, this integrative methodology was evidenced as early as the symposium
Beyond Noise and Silence: Listening for the City, which I organised within MAP in
2014.242 The symposium was formed of three sessions, each set in a different location and
focused on a different perspective of the project. The first session Medium: Exploring
Sound Installation and Urban Space was set at the National College of Art and Design
and focused on a presentation by the artist Christina Kubisch followed by an interview in
which Kubisch and I discussed her work as a participant within Carsten Seiffarth’s Bonn
Hoeren project framework (which influenced her development of the project Voices of
Memory in Dublin, as seen in Figure 41).243 The second session in the symposium –
Practice: Various Perspectives Working with Sound (Art) and the City – took place in

242 The text announcing this symposium read: “Beyond Noise and Silence: Listening for the City is a public
symposium exploring the intersection of sound art, public space, and urban design, presented by Dublin City
Council (DCC) in partnership with the Goethe-Institut and The National College of Art and Design
(NCAD)”. The event took place over three days in April and May 2014.
243 Christina Kubisch was selected as the city sound artist within Carsten Seiffarth’s project Bonn
Hoeren in 2013. Within her residency, Kubisch developed Rheinklänge / Fluid Landscapes, a two-part sound
installation on the banks of the Rhine. Her presentation for the Beyond Noise and Silence symposium considered
these works within the wider context of her practice.

212

The Lab, a DCC building in which the Arts Office is located. This session incorporated
presentations by curator Maria Andueza Olmedo, artist Dennis McNulty and curator
Ailbhe Murphy. Olmedo discussed her curatorial approach to the Augmented Spatiality
project in Stockholm.244 McNulty considered a range of works that he had developed
exploring sound in a variety of spatial contexts both in Dublin and abroad,245 and Murphy
reflected on her work as part of the team that supported the public artwork The Debt by
the sound collective Ultra-red set in Ballymun outside of Dublin in 2002.246 The final
session in the symposium was titled Environment: From Sound Art to Urban Sound
Design and Acoustic Planning. This session was situated within Dublin City Council’s
formal presentation venue within the central Wood Quay offices, and integrated
perspectives from musicologist Gascia Ouzounian, architect Steve Larkin and head of
DCC’s Air Quality Monitoring and Noise Control Unit Brian McManus. This final
session provided a forum to unite different perspectives concerning the potential of urban
sound design and acoustic planning and to consider how a project such as MAP could be
contextualised alongside other work being developed in this field.

While working on MAP, I attended the opening of Maria Andueza Olmedo’s exhibition Augmented
Spatiality in the suburb of Hökarängen in Stockholm in 2013. The exhibition included works by Hong-Kai
Wang, Mattin, Iván Argote, Cecilia Jonsson, Trond Lossius, Jacek Smolicki, Konsthall 323 and Playing the
Space. Alongside these works were listening selections from Acoustic Mirror, Pablo Sanz, Katrinem, O+A,
Peter Cusack, Anna Raimondo, Younes Baba-Ali, Simohammed Fettaka, Mohamed Laouli, Mustapha Akrim,
Edu Comelles, Juanjo Palacios, Chinowski Garachana, Camilo Cantor, Albert Murillo and Raúl Hinojosa. For
more information visit: https://mariaandueza.org/augmented-spatiality/ (accessed September 4, 2021).
245 The Dublin-based artist Dennis McNulty presented an overview of several works that explored
sound both in public space and in specific architectural contexts. An archive of McNulty’s past works is
available at: http://www.dennismcnulty.com/archive/index.php (accessed September 4, 2021).
246 Between 2002 and 2004, the sound art collective Ultra-red developed a project titled The Debt
exploring housing regeneration in Ballymun, a suburb on the northern edge of Dublin. This regeneration
process was one of the largest in the EU at that time, and The Debt sought to explore its problematics and
complexity through a variety of methods ranging from public dialogues, field research and abstract sound
composition to an exchange with members of the Pico Aliso housing community in Los Angeles. The project
sought to develop activism that responded to issues related to top-down urban regeneration processes. This
project was significant both within the evolution of Ultra-red in terms of the group’s working methodologies
and also within the context of Irish public and socially engaged art. The Debt is documented in a limitededition box set including a booklet and 12 CDs, which feature recordings of many of the project’s activities.
For more information see: https://ultrared.org/pso3d.html (accessed September 4, 2021).
244

213

Beyond Noise and Silence provided a focal point within MAP’s initial years of
activity. Significantly, the symposium provided a forum in which to consider the project
in relation to the END and the concept of the data city, as introduced in Chapter 3. Indeed,
MAP took place at a crucial junction in Dublin’s evolution in relation to data
infrastructure, as it began in the same year in which the DubLinked open data initiative
was launched.247 The timeline of MAP is closely tied to the timeline in which the city
began to more formally embrace the rhetoric of the data city across multiple domains.248
Simultaneously this timespan coincided with efforts to formalise the paradigm of the
soundscape standard and the consequent increase of practices focusing on soundscaping,
as introduced in Section 4.2. Beyond Noise and Silence provided a space to discuss these
connections through intersecting practices.
MAP developed more independently between 2016 and 2020, progressing through
periodic interactions with DCC. During this timeframe, MAP served as the cornerstone
of presentations at the InterNoise conference in both 2018 and 2019, and as the focus of
a sequence of artist talks and conference presentations.249 By maintaining an active
interface within both local and international forums, MAP remained actively referenced

DubLinked is Dublin’s open data portal, offering public access to a variety of datasets related to
different aspects of the city. Launched in 2011 but evolving significantly in 2013 during the time I was
working on MAP, documentation about the first phases of the project can be best accessed through the
Wayback Machine Internet Archive by searching the domain http://www.dublinked.ie/ (accessed September
4, 2021). The current website for DubLinked is: https://data.smartdublin.ie/ (accessed September 4, 2021).
Interestingly, the subject of noise continues to feature prominently on the website, occupying the leading
place in the introductory sentence to the website, which reads: “Where can you find information on noise
levels in the city? Or locations to lock your bike? Learn about where you live, work and play using Dublin’s
open data” (DubLinked; accessed April 19, 2021).
248 At the time of this symposium, the concept of the smart city was being introduced in Dublin City
Council’s agenda. Since then, this initiative has become more formalised. Its rhetoric, outputs and plans for
the future are presented on the website: https://smartdublin.ie (accessed September 4, 2021).
249 My presentations for the InterNoise conferences in Chicago and Madrid were focused on
considering different aspects of MAP several years after the project’s inception and initial phases. These
papers were titled New Strategies for Sound in the Public Realm: Integrating a Publicly Controlled Sound Installation in an
Active City Square (Anderson 2018) and Discursive Strategies for Urban Sound Design and Acoustic Planning
(Anderson 2019a). Other key presentations include New Strategies for Sound in the Public Realm (Anderson 2017),
a critical review of Continuous Drift within the conference Sounding Out the Space: An International Conference on the
Spatiality of Sound organised by Adrian Smith at Technological University Dublin (formerly Dublin Institute of
Technology).
247
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in debates concerning the role of artistic practice in the fields of urban acoustic planning
and urban sound design. These efforts to contextualise MAP are crucial to maintaining
the open-ended discursive processes necessary for urban sound design and acoustic
planning practices to evolve. Over the following pages, Figures 42–46 look back on the
different presentations that took place within the symposium Beyond Noise and Silence:
Listening for the City.

215

Figure 42: Artist Christina Kubisch discussing her practice within Medium: Exploring Sound
Installation and Urban Space, the first event within the symposium Beyond Noise and Silence:
Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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Figure 43: Ruairí Ó Cuív (Dublin City Council’s Public Art Manager) introducing Practice: Various
Perspectives Working with Sound (Art) and the City, the second event within the symposium
Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven
Anderson.
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Figure 44: An image of the pop band U2 performing outdoors in Smithfield Plaza in 2000 used in
reference to a discussion of the Glass House sound installation within Practice: Various Perspectives
Working with Sound (Art) and the City, the second event within the symposium Beyond Noise and
Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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Figure 45: Curator Maria Andueza Olmedo discussing her project Augmented Spatiality within
Practice: Various Perspectives Working with Sound (Art) and the City , the second event within the
symposium Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy
of Sven Anderson.

219

Figure 46: Brian McManus (head of the Air Quality Monitoring and Noise Control Unit at Dublin
City Council) considering processes related to strategic noise monitoring in Environment: From
Sound Art to Urban Sound Design and Acoustic Planning , the final event within the symposium
Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven
Anderson.
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5.8

Conclusion
As this chapter has detailed, the significance of The Manual for Acoustic Planning

and Urban Sound Design is rooted in the artwork’s ability to foster a multiplicity of
exchanges related to urban sound design within both a local authority and a wider
extended public, thus bringing these communities together to address the subject of sound
in the city. These exchanges evolved within both formal and informal settings, some oneto-one and others in larger groups. MAP established a complex network of interleaving
processes and outputs, some of which converged on neater conclusions while others
expanded through longer-term responsibilities related to maintenance, legacy and project
dissemination. Throughout the time that the project was active, the latent promise of the
work’s title – that it would somehow result in the production of a discrete manual – was
revealed as an elusive tactic through which to sustain the enquiry over time. There is no
manual. There is instead an intensive action that is part artist placement, part durational
performance and part tactical advocacy attracting resources to explore sound within the
city. With little emphasis on visual documentation, and without converging on an attempt
to represent sound in the city through a cartographic resource related to tracing
relationships between specific sounds and places, MAP suggests that urban sound design
and acoustic planning can unfold through dialogue set within diverse communities, and
particularly within the context of local authorities.
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Chapter 6: Staging Open Public Encounters (The
Office for Common Sound)
6.1

Introduction
Chapter 6 transitions away from the efforts to engage with the city illustrated

through the artwork The Manual for Acoustic Planning and Urban Sound Design to
advance efforts that prioritise exchanges focused on the relationship between sound and
space through interactions with individuals, the general public and smaller, more focused
communities. In this chapter, I demonstrate the need for an open mode of urban sonic
enquiry to consider how the concept of integrative sonic urbanism can be expanded
through opportunities rooted in individual experiences related to sound in specific locales,
and in relation to specific communities of place and communities of interest.250
I introduce the potential of this form of practice through a concise artist-in-school
residency, considering how the open structure of the project allowed students to lead an
enquiry concerning sound within the context of their own school. From this residency, I
transition to my public artwork The Office for Common Sound (2016–), a nomadic project
that fosters community-led dialogue concerning the relationship between sound and place
within specific regional and institutional contexts to reveal the capacity for integrative
sonic urbanism to be shaped by the instincts of individual citizens. I describe how this
project created an interface to develop shared sonic enquiries with the general public in a
seaside commuter town outside of Dublin, and subsequently with a community of

The project considered in this chapter explores both communities of place and communities of
interest, not in attempt to unite the terms and the communities they represent, but to demonstrate that
research concerning urban sound design and acoustic planning might actively address both. For further
discussion of communities of place and communities of interest in the context of socially engaged practice
and public art in Ireland, see Ruairí Ó Cuív’s consideration of the artist Jesse Jone’s practice in Collaborative
Practice and Public Art (2012).
250
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students in the context of The National College of Art and Design (NCAD) in Dublin. I
consider the format of the office as a performative interface whose ambiguous definition
encouraged the project’s participants to develop a sense of agency by leading a range of
sonic enquiries linked to their own communities and locales. The objectives and
methodologies that support The Office for Common Sound serve as a means of developing
sonic enquiries in regions outside of the city, and subsequently as a means of extending
the dynamics of a specific institution. I contextualise these efforts alongside other
contemporary practices that explore similar motivations, drawing examples from the
work of Trond Maag and Andres Bosshard, Peter Cusack, Jill Hallstead and Brandon
LaBelle and the collective Ultra-red. The chapter concludes by asserting that the
participatory structures advanced through The Manual for Acoustic Planning and Urban
Sound Design and The Office for Common Sound support a nuanced modality of
integrative sonic urbanism that extends the methodology proposed earlier in Chapter 4.
6.2

Searching for a New Model of Open Sonic Enquiry
The need to craft an open form of urban sonic enquiry surfaced as I was working

on the MAP commission discussed in the previous chapter. MAP triggered diverse
reactions within the different working contexts that it explored within DCC, and thus
invited open speculation. Certainly, many of the conversations it instigated were informed
by the conceptual framework outlined through the artwork;251 however, the artwork also
attracted ideas that stemmed from participants’ individual experiences and professional
interests.252 Unfortunately, as MAP evolved, it grew increasingly difficult to catalogue

251 The structure of MAP evolved as a vehicle for my own artistic practice, drawing from a considered
foundation that I had evolved for some time within my practice. Alongside this, MAP remained open to the
influence of its participants. It did not remain rooted in a central sonic rhetoric, predefined objective or
prescriptive methodology that it sought to adhere to as it progressed.
252 Given the different professional identities, interests and skillsets represented by MAP’s participants
within DCC, the ideas that the project encouraged – while rooted in sound – took many different forms and
connected actively with diverse aspects of the city.
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and respond to the multitude of ideas that the project brought to the surface.253 As the
artwork’s adaptable structure articulated a series of interfaces through which to engage
with the city, maintaining the various dimensions of the project consumed resources in
terms of time, particularly in relation to the background logistics supporting two largescale urban sound installations that extended the project’s discursive dimensions.
These temporal constraints of MAP marked a prominent shortcoming of the
project.254 As I became aware of this, my interest in supporting discussions around urban
sound design and acoustic planning as an open, shared enquiry leading to unknown
outcomes and potentials began to grow. As discussed in Section 2.2, this instinct to
sustain plural perspectives was manifest within many of the artwork’s outputs, for
example within the sound installation Continuous Drift, whose format allowed a range of
practitioners to explore individual approaches to the sonic potential of Meeting House
Square. My experience developing MAP indicated that to consider such plurality more
thoroughly, it was necessary to extend my enquiry concerning sound and space beyond
the domain of urban planners, architects and those more formally involved in the design
and planning of the city. Shifting away from these professional perspectives could lead
to the development of a more open framework for exploring sound, which could respond
to the diverse input of the individuals and communities that had been neglected within
MAP. This shift towards a more plural perspective concerning sound and experience
recalls Section 4.6, in which I identified integrative sonic urbanism as a methodology
through which diverse urban sonic practices can secure a sustainable position within
urban design and planning practices. Building from the observations concerning MAP

My time and other resources were consumed by the responsibilities entailed in following through
with the larger gestures that emerged as MAP’s core outputs.
254 The project was strictly defined as a part-time role, a parameter directly linked to the project’s
budget and strategic use of funding.
253
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developed in this current section, the concept of integrative sonic urbanism can be further
expanded through consideration of more individuated instincts and experiences that
reimagine the relationship between sound, urban form and everyday experience.
The prioritisation of more open exchanges with individuals and small groups in
support of a pluralistic enquiry concerning sound and urban space posits a new
methodology that diverges from the practices introduced thus far within this dissertation.
Indeed, the majority of projects encountered in this dissertation are premised on
structured enquiries, discrete objectives and specific artistic outputs.255 The pursuit of an
open framework that is responsive to the impulses of individual citizens as a model for
exploring sound in the city marks a potentially volatile proposition. Such an approach
shifts away from the pursuit of concise objectives and towards divergent enquiries rooted
in lived experience and developed within specific locales. To amplify this pluralist input
within the study of sound and urban space directly contests standardised methodologies
by revealing smaller-scale exchanges that remain secure in their specificity, even if they
are fragile and incomplete. As foreshadowed by the exchanges that took place through
MAP, the development of a more open-ended, citizen-led sonic enquiry as a mode of
participatory practice represents a great potential in building stronger connections
between sonic experience and the specificities of place.

255 The specificity of these outputs often relates to urban sonic practice being under-resourced.
Projects developed in this field often foreground rigorous methodologies and objectives in order to gain
traction within more mainstream urban research and design initiatives.
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6.3

Establishing Participatory Frameworks to Engage with Sound, Space and
Locale
The roots of such a citizen-led sonic enquiry extend from diverse approaches to

participatory urbanism that have manifested in the past fifteen years.256 Urbanists and
architects Maroš Krivý and Tahl Kaminer (2013) posit that within this timeframe, “a
‘participatory culture’ has evolved and expanded dramatically, advocating participation
as a radical form of direct democracy and demanding its implementation outside the
traditional territory of institutional politics” (1). The authors trace the roots of this wave
of participatory urbanism to the social conscience of urban practices in the 1960s and the
recent advent of Web 2.0 technologies, which enable new tactics for citizens to contribute
to city-making processes through contributory and critical functions (1).257 These
observations parallel the core references that lay at the foundation of this dissertation,
which draw equally from sonic practices that emerged in the late 1960s (exemplified by
Max Neuhaus’ works explored in Section 2.5 and 2.6) and from contemporary praxis that
has evolved through the manifestation of the data city (as evidenced throughout Chapter
3).
Architect and researcher Carolin Mees (2017) outlines the potential of participatory
design in relation to community gardens in New York (250), drawing from urbanist Kevin
Lynch’s exploration of the subject:258

This section provides only limited orientation towards established participative design
methodologies in the context of architecture, urban design and urban planning. Future work extending the
projects and methodologies introduced in this current research could prioritise more in-depth research into
these existing models and methodologies for participatory design to further extend the potential of integrative
sonic urbanism.
257 The links between participatory urbanism and emergent technologies can also be seen to inform
urban researcher Antonella Radicchi’s exploration of the concept of the citizen as sensor within her work on
the Hush City App, as described in Section 3.4 (Radicchi 2017).
258 This instinct to draw a reference to participatory urbanism from community gardening practices is
not arbitrary; indeed, Mees explores the links between community gardens and publicly owned lands and the
commons in The Emergence of Shared Gardens and Self-Built Structures in European Cities, the second chapter of her
256
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Participation brings people to understand themselves and binds them together. The
environment is the occasion for cooperative effort; it is consciously designed to
reinforce cooperation – sometimes given to require it. Since more social groups
have defined spatial territories, the mental images of place and of community are
congruent with each other. (Lynch 1975, 41)

This proposition concerning the role of participation and cooperative effort can be
reimagined to address the context of sound and urban space. Fostering place-based
reflections that invite people to take greater ownership over sound as a shared resource,
and as a space of opportunity can extend the forms of integrative sonic urbanism explored
in the preceding chapters. Considering sound as a common resource in this fashion
extends a new perspective that welcomes and validates individual, social and community
experience, which is not tethered to the civic perspectives established by cities and local
authorities.
Seen as a form of participatory urbanism, this mode of citizen-led sonic enquiry
extends beyond methodologies encapsulated by public consultation processes, which
suggest prescriptive modes of citizen engagement that I observed first-hand while
working on MAP with DCC.259 Equally, the ambitions of this more open enquiry diverge
from the public dissemination processes associated with the END (as discussed in Section
3.3)260 as well as from mechanisms used to capture citizen input within the soundscape
methodology (as discussed in Section 4.2), which instrumentalise residents whose

book Participatory Design and Self-building in Shared Urban Open Spaces: Community Gardens and Casitas in New York
City (2017, 7).
259 The Studio at DCC led several public consultation exercises exploring diverse topics ranging from
the development of certain districts the potential of an elected mayor in Dublin. Such interactions are guided
by prescribed surveys, questionnaires and scripts that are more coercive than the forms of citizen engagement
and participatory urbanism that I began to pursue.
260 One of the central responsibilities detailed in the European Environmental Noise Directive
(2002/49/EC) is the dissemination of information regarding noise related objectives to the public. The
structure of the END – including this dimension of public dissemination – is discussed in more detail in
Section 3.2.
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experience of local soundscapes can be captured via structured interviews. The form of
integrative sonic urbanism that I explored following the development of MAP prioritised
moving away from rigidly identified objectives, parameters and methodologies. I wanted
to prioritise listening closely to the interests of individuals, and to invite reflections of
their experience of the everyday spaces they occupied on an individual basis and as shared
with others.
This interest in developing a participatory frameworks to extend the concept of
integrative sonic urbanism was influenced by an artist-in-school residency that I
conducted within the Art School project curated by Jennie Guy in late 2014.261 This
residency comprised six workshop sessions working with transition year students
between the ages of 16 – 17 at Blessington Community College in County Wicklow.262
The residency introduced students to urban sound art practices, remaining rooted in twoway discussions concerning how an exploration of sound and place can inspire us to reshape our everyday living and working environments.263 The residency was not focused
on producing a formal output; however, based on demonstrations of different
technologies used within sound installation practices, the students developed a plan to
link two adjoining buildings of their school with a sound installation (see Figure 47). The
installation was sited within an outdoor passageway traversed by students and staff
throughout the day and was formed from wooden beams equipped with full-range sound

261 Art School is a curatorial framework founded and directed by artist and curator Jennie Guy,
exploring intersections between contemporary art and sites of education throughout Ireland since 2014. Guy
invited me to develop two separate projects within this framework, providing an opportunity to explore how
my practice might be activated within a collaborative context working with younger audiences through
considered curatorial support. The workshops that I developed within Art School are explored and
documented within the volume Curriculum: Contemporary Art Goes to School (Guy 2020). For more information
on Art School, see: https://www.jennieguy.com/art-school/ (accessed April 14, 2021).
262 Transition Year is the fourth year of the six-year second level education system in Ireland,
providing students with options to construct customised programmes of alternative learning methodologies
and situations including work experience and internships, community service and collaborative learning.
263 This residency built from references to my own works MAP and Continuous Drift as well as from
historical references to projects by Max Neuhaus, Sam Auinger and Bruce Odland and many other artists.
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transducers264 linked to a software system that wove together field recordings selected
from a database of sounds the students curated from the online resource Sound Transit.265

Figure 47: Students at Blessington Community College walking underneath the
sound installation Blessington Sound Line in an outdoor passageway
connecting two parts of their school. The installation was developed within an
Art School residency curated by Jennie Guy. Photo: Sven Anderson. Image
courtesy of Jennie Guy and Sven Anderson.

The students led the project’s development with support from myself and curator
Jennie Guy. They presented the concept to their principal to request permission to install
it (see Figure 48), introduced the project to teachers and staff to gain support for its
production, and obtained permission to drill a hole in the school’s exterior wall for cables
to link a utility room to the outdoor passageway. We worked together to install the project
and adjust the sound levels to tune the work to its context.266 Although this installation

Sonic transducers operate differently from conventional loudspeakers, producing vibration through
the objects and surfaces that they are mounted to in order to project sound into the surrounding
environment. Sound transducers were chosen by the students within a workshop investigating different types
of equipment, as they offered an inexpensive option that was both weatherproof and vandal-proof. The
students were eager to ensure that the installation was practical and would require only minimal maintenance,
particularly as they knew they would need to defend these aspects of the work when they presented it to their
school principal for approval.
265 SoundTransit was initiated by artists Marc Boon, Sara Kolster and Derek Holzer in 2005. The
project “revolve[d] around a growing collection of environmental sounds recorded by ‘soundhunters’ from all
over the world. Each sound artist described the place and moment of the recording, the characteristics of the
location or the peculiarity of the sound itself. These stories add another dimension to the sounds; one that
connects and simultaneously exceeds time and place” (www.soundtransit.nl, accessed via the WayBack
Machine Internet Archive on September 4, 2021). The SoundTransit site offered access to a repository of
field recordings with a Creative Commons license supporting their creative use within other projects.
266 The final installation developed with the students was titled Blessington Sound Line, the title an
allusion to Max Neuhaus’ permanent installation Suspended Sound Line in Bern (1999). A short video
264
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was supported through my residency, the ideas that emerged were led by the students.
The ways in which the students understood the project within the context of their school
drew entirely from their own ambitions to alter their surroundings.

Figure 48: Students at Blessington Community College presenting the concept
for the sound installation Blessington Sound Line to the school principal to gain
support to develop the project as a semi-permanent infrastructure outside of
their school. The installation was developed within an Art School residency
curated by Jennie Guy. Photo: Jennie Guy. Image courtesy of Jennie Guy and
Sven Anderson.

This residency advanced an understanding of participatory sonic practice as an open
methodology, extending the mode of integrative sonic urbanism established in Section
4.2. The residency established that participatory practice requires a format that can
support and sustain an open framework for exploring sound in the context of specific
communities and locales. Based on my experience of the residency, I began to develop
the concept for a new format to explore this type of work through a collaborative space
that lay outside the potentially biasing influence of more formal venues and institutions.
Such a format would support the development of a sustained, collective sonic enquiry
that was capable of being influenced by individuals from different backgrounds, who

documenting and explaining the work can be found at:
https://media.heanet.ie/page/1d43ee14072d4088b0b4d625ff5a149c (accessed November 7, 2021). This
video is also included in Appendix C (Section 3).
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might not be drawn to explore such themes within workshops at art centres or public
forums hosted by local authorities. This new format would be premised on reconsidering
the everyday environment through sound to reveal new forms of enquiry about place and
experience and would prioritise individual memories, observations and reflections
concerning sound. It was these considerations that informed the development of The
Office for Common Sound.
6.4

Outlining the Office for Common Sound
The objective of The Office for Common Sound (OCS) was to realise an extensible

project focused on collaborative, community-led enquiries concerning the relationship
between sound, place and everyday experience. The project extended the focus of The
Manual for Acoustic Planning and Urban Sound Design by providing access to
opportunities to explore the relationship between sound and space to a wider public.267
OCS would place focus on the public not as passive subjects but as active stakeholders
who contribute to longer-term processes related to the fields of urban sound design and
acoustic planning through the exploration of the concept of common sound. The instincts
for the project drew from the legacy of new genre public art,268 exploring how the physical
format of the office could be established to sustain a participatory process premised on
these objectives.
OCS positions the concepts of urban sound design and acoustic planning in the
background and shifts attention to the concept of common sound. This term was chosen
to promote an investigation of sound premised on shared experience alongside individual

OCS can be adapted to interface with the general public as well as with more focused communities.
It has taken place through two iterations. As a potentially replicable framework, its initial ambition to pursue
encounters with different contexts, communities and publics remains intact.
268 A discussion of the origins and ambitions of new genre public art in the early 1990s can be found
in Mapping the Terrain: New Genre Public Art (1994) edited by Suzanne Lacy, one of the original proponents of
this form of practice.
267
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responsibility and agency. This interest in the commons drew from a range of references,
including the explorations of the sonic commons featured within the work of artists Bruce
Odland and Sam Auinger (discussed previously in Section 2.7)269 as well as from the
curatorial project Commonage led by Irish curators Rosie Lynch and Hollie Kearns (with
whom I had worked previously in 2013).270 OCS is thus linked to researching shared sonic
resources in the context of the public realm, as well as to concerns through which acoustic
territoriality is manifest within specific communities and locales.271
OCS is premised on a set of simple parameters that ensure it can be sustained within
spaces that are accessible to the communities it addresses. The device of the office itself
serves as a means of establishing a service that is open to the public, which can be
integrated with other partnering institutions in order to gain different forms of support.
The familiar form of the office supports the project’s objective to be instantiated within
peripheral settings.272 The formal parameters of OCS are that each iteration must exist for
a duration between two weeks and two months and that the physical office space must be
clearly visible and publicly accessible during regular business hours. Beyond this, the

269 Odland and Auinger (2009) provide the following definition: “The Sonic Commons can be defined
as any space where many people share an acoustic environment and can hear the results of each other’s
activities, both intentional and unintentional” (64). The artists further assert that “by labelling our shared
soundspace the Sonic Commons, we are reminding ourselves that certain things like air, water and humane
sonic environments should be considered basic human rights” (67).
270 Curators Rosie Lynch and Hollie Kearns cofounded Commonage with architects Tara Kennedy and
Jo Anne Butler in 2010. Over the next four years, Commonage developed as a critical platform for
contemporary art and architecture practice exploring the public realm. My exchange with Lynch and Kearns
was developed within a related project, titled Landing Place, creating a temporary site-specific sound
installation in the abandoned ESB power station set at the mouth of the Liffey in Dublin in 2013.
271 The role of commonage as land owned by multiple individuals is particularly relevant in rural
Ireland. For a summary of case studies exploring commonage in Ireland, refer to the work produced for the
European Forum on Nature Conservation and Pastoralism in Commonage Case Studies 2014: Informing the
Development of Commonage Management Plans Under Ireland’s RDP 2014–2020 (Monaghan et al. 2014).
272 My original ambition was to establish the project in Arklow, a small commuter town in County
Wicklow (70km south of Dublin) with a population of approximately 13,000. The scale of this town, its
proximity to the sea and several other characteristics seemed appropriate for the enquiry OCS sought to set in
place. However, the project was established in the slightly larger town of Bray as described in the next section
of this chapter.
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project is defined only by an imperative to remain open-ended regarding its goals and
objectives, and thus capable of being continually redefined by its participants.
The choice of the office as a spatial format is central to the participatory functions
supported by OCS. Enquiries focused on sound are often established through workshops
set within the context of art institutions, community centres and local authorities;
alternatively, such projects are activated within professional working contexts that the
public cannot access. These types of workshops generally focus on specific issues. For
example, a local authority might work with an artist to develop a workshop investigating
the sonic characteristics of a public square, involving local residents to learn how different
communities activate this space. In this example, the workshop defines the parameters of
the interaction concerning sound through a methodology that is identified, structured and
communicated at the outset. The workshop is thus geared towards the production of
legible forms of output. The participants identified to work in this context are targeted
based on a certain demographic, for instance because they are residents of a certain area,
members of a specific community group, workers within a specific design agency, or arts
audiences signed up for a given art institution’s mailing list. Through such parameters,
the potential of the enquiry concerning sound becomes focused to achieve specific
objectives; however, it is also limited in terms of its potential.273
OCS moves beyond the limitations of structured frameworks such as workshops,
residencies and soundwalks. The office is established as an independent, performative
infrastructure in which anyone can participate. Meanwhile, its presence implicitly hints

There are other projects that seek a more open, generative and participant-led enquiry concerning
sound. For instance, the work of the sound art collective Ultra-red often generates more open-ended
enquires, in which an adaptable structure is set in place to be steered by those who participate in the project,
as evidenced in the publication Five Protocols for Organized Listening (2013).
273
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at the possibility that a more established authority might be involved in its formation.274
As with MAP, OCS playfully asserts that a formal entity for exploring the relationship
between sound and place should exist. Instead of studying this as a theoretical
proposition, OCS formalises and actualises this proposition through an artistic
intervention. This gesture is assertive, as it provokes questions concerning why this
service lacks a more consistent and well-resourced means of implementation.
Simultaneously, OCS establishes a domain that is welcoming and accessible, as it opens
itself directly to the public. It establishes a different type of resource than municipal
services that address noise as a nuisance and process noise complaints.275 As it contrasts
such noise-related services, OCS initiates constructive discourse that reveals sound as a
resource.
The parameters of OCS thus posit that the office can be perceived both as an artwork
and as a form of public service.276 From the outset, OCS was presented as a nomadic
framework that could be instantiated in diverse locations to build from exchanges with
different communities and partnering institutions, working through intensive iterations to
develop legibility amongst the publics it addressed. The practical and temporal
constraints of the office – as well as its economy – were therefore central concerns. The
duration of each iteration of the project thus included the time required to physically

For example, in the context of Ireland, The Office for Common Sound (OCS) mimics the title of the
Office for Public Works (OPW) – the Irish governmental agency that manages the state’s property portfolio
– suggesting that it is an established institution.
275 In the working context of the Ireland, noise nuisance and complaint services are offered by local
authorities such as Dublin City Council. These services represent the only public service related to sound.
276 The definition of hybrid artforms comprising elements of sculpture, performative environment and
public service is increasingly common within contemporary public artworks, as evidenced by Mark Dion’s
Neukom Vivarium in Olympic Sculpture Park in Seattle, Washington (2006) and (more locally) Dierdre
O’Mahoney’s project X-PO, in Kilnaboy, Co. Clare (2007) and Garrett Phelan’s The Hide Sculpture in Lusk,
Co. Dublin (2017).
274
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establish the office within a given premise. This phase of set-up and construction
represented a durational element which generated awareness of the project.
My role within OCS is to perform the role of the ‘office manager’. This role is
primarily focused on the day-to-day tasks required to sustain the office’s functions.
Within this role, tasks such as opening and closing the office, cleaning the office,
managing the documents presented within the office, organising administrative tasks and
scheduling appointments are prioritised alongside conceptual development and media
production. The office manager provides a continuous presence in the office and sustains
public interaction, remaining open and responsive to everyone who enters the space. This
performative dimension of the project builds from my experience from MAP, but also
draws observations of other practitioners who pursue participatory projects involving
sound and space.277
Premised on its ability to operate on a concise economy with myself working as
office manager on a temporary but full-time basis, OCS can be developed through concise
budgets without dependencies on larger public art commissioning structures. OCS
represents a nimble format through which to directly explore the relationship between
sound, place and individual experience in a means that is accessible to the public as well
as to specific communities of interest and place. It thus extends larger works such as The
Manual for Acoustic Planning and Urban Sound Design by advancing more localised,
citizen-led sonic enquiries.

I drew particular inspiration from the work of Ultra-red (particularly from research into the project
The Debt developed in Ballymun outside of Dublin between 2002 and 2004), as well as from the urban
explorations of the collective Stalker / Osservatorio Nomade (specifically from the mobile workshop Brussels
Navigator - Walking Across the Edge in Between: Urban/Rural, Us/Others, Past/Future, Citizens/Institutions that I
attended within the Tuned City festival in Brussels in 2013).
277
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6.5

First Iteration: Bray (2016)
The first iteration of OCS was set 20 kilometres south of Dublin in Bray, County

Wicklow. The project took place between May and June 2016 with support from the
Wicklow County Arts Office (WCAO) and Mermaid Arts Centre.278 Within this context,
OCS exemplified the concept of integrative sonic urbanism, drawing together a range of
contrasting impulses and perspectives from its diverse participants.
The logistics for OCS were determined during preliminary meetings in the months
preceding its opening. Partnering institutions WCAO and Mermaid Arts Centre expressed
an interest in supporting the project’s ambition to establish an independent physical
setting that was accessible to the public. An opportunity to work from a studio at Signal
Arts Centre in Bray provided a month before the project during which I was able to
familiarise myself with the environs. 279 This marked a crucial research phase, as Bray
comprises a complex set of interlinking spaces, including the seafront, the main street and
a newer town centre. The landscape is defined by the town’s relationship with the Irish
Sea, the presence of the River Dargle and the dramatic form of Bray Head which looms
to the south of the seafront (see Figure 49). These elements assert the presence of the
natural environment, a theme which surfaced frequently within this iteration of OCS.280

278 The project’s first iteration in Bray was supported by arts officer Jenny Sherwin and arts assistant
Donna Carroll in the Wicklow County Arts Office and artistic director Niamh O’Donnell and
communications manager Aoife Demel at the Mermaid Arts Centre.
279 I received a studio residency at Signal Arts Centre in Bray beginning in April 2016, one month
before OCS began. Working from Signal provided time to explore the layout of the town and develop casual
local acquaintances before the project began.
280 The landscape and setting of Bray can be explored in the images provided in Appendix C (Section
1).
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Figure 49: Capturing field recordings for The Office for Common Sound in the
harbour at Bray in June 2016, with the figure of Bray Head in the background.
Sound recordings captured throughout this area were used as points of reference
for discussions within the office. Photo: Louis Haugh. Image courtesy of Sven
Anderson.

Despite the presence of many vacant retail spaces in Bray, finding a space for the
office was difficult.281 With help from the project partners, I eventually secured and
rented a retail unit located on a major intersection with high pedestrian footfall.282 This
prominent location positioned OCS within a cluster of active shops and local amenities
and thus set as part of the everyday environment.
The first month of OCS was focused on establishing the visual identity of the office,
preparing the retail space for different encounters and developing display strategies to
activate the office’s window space to serve as an interface with the public. The door was
marked with the office’s opening hours and an indicator that noted when I was out for
field work (see Figure 51). Alongside concise vinyl graphics and text, I filled the window
displays of the office with an archive of publications focused on sound that rotated on an

Logistical aspects of OCS such as securing a premise are integral to the project’s conceptual
objectives, as they provide a direct means of engaging with different local actors. Within Bray, it was relevant
to discover that despite high levels of vacant space, landlords were reticent to engage with short term lets.
282 OCS was located at the top of Quinsborough Road at an intersection with Main Street. This
junction is visible coming into Bray, as well as to pedestrians walking between Bray’s main street and seafront.
281
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ongoing basis.283 The windows were fitted with audio transducers through which to play
back different field recordings to be heard from the sidewalk outside.284 Further internal
displays were set up to house books, microphones, speakers and other equipment.285 Two
desks finished the office, providing space for a computer station for audio editing, writing
and graphic design, and a larger desk where discussions could take place.

Figure 50: The main desk within The Office for Common Sound, showing the
OCS business card, publications and a selection of other books used to prompt
conversations with members of the public. In the background is a portion of the
video installation What Superimposes What? (2016) depicting a fragmented
journey through the seafront edited to sync with a portion of a conversation
between composers John Cage and Morton Feldman (1967). Photo: Louis
Haugh. Image courtesy of Sven Anderson.

OCS opened to the public during its second month of operation. The office had an
open-door policy allowing members of the public to drop in without appointments.
Within the first week of the office’s opening, a wide range of people who lived and

The publications that were displayed in the window of OCS in Bray were taken from my personal
library. I rotated items on a weekly basis, positioning items with prominent graphics and photographs
alongside books with titles that might draw attention.
284 I obtained two audio transducers for the first month of OCS in Bray. These were effective for
producing high quality sound at a moderate level, propagating through the surface of the windows onto the
sidewalk. These sounds provoked public curiosity due to both the sounds that were being played as well as
the enigmatic acoustic characteristics resulting from the use of this technology in this public setting.
285 The archives of equipment and publications within OCS were active both as a curated display, as
guides that supported listening and recording experiments and as reference material for conversations.
283
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worked in Bray stopped in to find out what OCS was and to discuss how they could
participate in the project. I introduced the office differently in response to each
participant’s interests, ensuring that the identity of OCS was presented to be capable of
being adapted to address different impulses. I supported this open objective by
introducing texts, sound recordings and other media elements within the space to generate
prompts for conversation (see Figure 50). Through this process, the office began to grow
as an active repository for ideas, and conversations focused on the definition of common
sound began to take form.286
I encouraged those who entered OCS to follow up on their first visit with scheduled
appointments to pursue longer-term conversations focused on subjects of their choosing.
To support this service, the office operated according to a flexible daily routine that
allowed room for appointments alongside production-related tasks that supported the
ideas that emerged. The office became an intensive space of conversation and production.
I worked alone without an assistant to sustain these activities, traveling to Bray each
morning from Dublin, opening the office along with other shops on the street, and
working through a growing list of tasks that evolved as the project quickly incorporated
ideas from its participants.

286 To reflect these discussions, the first modest publication that OCS produced was titled What is the
Common Sound? (Anderson 2016b). This publication was produced as a folded A4 document as well as a PDF
available on the project website: http://office.minorarchitecture.org/ (accessed September 4, 2021).
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Figure 51: Opening The Office for Common Sound in Bray. The office’s
opening hours and other public signage are presented via vinyl text on the door
and windows of the shopfront, located at a busy junction adjacent to the town’s
main street. Photo: Louis Haugh. Image courtesy of Sven Anderson.

The conversations that began to take form within OCS positioned sound not as an
isolated subject or a discrete medium, but as an active dimension of each participant’s
personal experience. I noted that the participants could be classified according to five
major categories:
▪

Members of the general public who resided in the area

▪

Local shopkeepers and others working in the area

▪

Those visiting OCS for specific purposes or through direct or indirect invitation

▪

Those visiting OCS from other cultural institutions in Bray or further afield

▪

Tourists and other visitors passing through Bray

▪

Teenagers and younger audiences

Although every individual that I interacted with was different, these categories
demonstrated important characteristics. Developing routines through which to interact
with each group helped to highlight generative topics of conversation and to identify
participants who were likely to return to engage in longer-term conversations.
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Furthermore, working with shopkeepers and others working in the immediate area to
build an awareness of OCS became quite important, as our proximity with each other
allowed frequent short exchanges that contributed to the busy atmosphere of the office.

Figure 52: Welcoming passers-by into The Office for Common Sound to discuss
a publication located in the window display. Photo: Louis Haugh. Image
courtesy of Sven Anderson.

Working with up to thirty participants per day, the conversations and activities that
took place within OCS were varied. The primary activities and conversation topics that
provided focus were:
▪

Field recording sessions

▪

Listening sessions

▪

Discussions of local sound histories

▪

Discussions of specific locations with unique sonic potential

▪

Discussions of local sounding infrastructures

▪

Discussions inspired by books and other resources in OCS

▪

Discussions about noise and acoustic conditions in different residential settings
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The discourse that evolved within the office developed at a dynamic pace, building
through intense moments of personal exchange but frequently being interrupted by the
arrival of casual visitors (see Figure 52). Tasks related to maintaining the physical space
of the office, rotating the display and configuring new field recordings and other media
elements provided a constant sense of dynamics (see Figure 53). Engaging with the ebb
and flow of visitors was rewarding but exhausting, particularly as the project required
that I actively mediate the office’s functions in response to each new participant.
Through the personal exchanges that took in OCS in Bray, several key themes
emerged as recurring topics. These themes were:
▪

Memories of forgotten or lost sounds in Bray

▪

A sense of the active suppression of youth subcultures focused on dance music
and parties within the region

▪

The progress of a major urban redevelopment project focused on the vast
parking lot behind OCS

▪

Conjectures about how a consideration of sonic experience can more actively
link the disconnected parts of the town, including the sea front, the main street
and the area known as New Bray

▪

Debates about the difference between natural sound and man-made sound

▪

Debates about the role of OCS as a form of public service, which might be
extended for a longer duration or considered as a permanent resource

One of the primary subjects that came into the foreground was the conception of a
tension between the sound of nature and the sound produced by human activities. This
theme reflected the prominence of the local landscape and seascape alongside the busy
traffic, the pulsing sounds of the amusements and casinos and the other activities that
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characterised Bray during the summer. This theme led to the production of the video
installation What Superimposes What? (2016), developed using an array of small video
monitors in the back of the office. The installation set a conversation between Morton
Feldman and John Cage (John Cage and Morton Feldman in Conversation 1967) to edited
footage that explored this tension between human activity and nature within Bray.287
Because this balance of human activity and nature is an intrinsic dimension of the
planning and development of the town, exploring this subject through sound served as a
means of opening discussions around larger urban development issues. As these
discussions about sound linked to observations about the urban ambiance and atmosphere
of different regions in Bray, OCS revealed how actively sound contributed to local social
circumstances and urban development issues.
The intensive format of OCS established a form of productive sonic enquiry through
an effort to support open discourse, participation and engagement as its primary
objective.288 The discussions fostered by the office charted ideas linking sound, place,
memory and issues in local development. For example, the active plan to develop a central
large parking lot behind the commercial terrace where OCS was located into a mixed-use
residential and commercial development emerged as a frequent topic of discussion,
illustrating a common concern with how the area’s ambiance would be affected.
Similarly, a history of local underground raves (and their frequent dispersal) surfaced as
a subject that revealed a division between the communities affiliated with mainstream

Video documentation of the video installation What Superimposes What? (2016) is available at:
https://media.heanet.ie/page/6199dfffc1f14c3fbd53c44024236a94 and is also included in Appendix C
(Section 3). This documentation also provides a sense of the atmosphere in OCS in Bray.
288 Although OCS in Bray was only fully open for public engagement for one month, its consistent
opening hours and open-door policy granted hundreds of people a chance to engage with the project.
Although its intention was not to reflect on the quantity of people it directly engaged with (nor did it seek to
record the number of participants or any other information about the demographics that they represented),
the sense of connecting with so many people through discussions about sound within this territory gave the
office a sense of activity and purpose.
287
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music events and those drawn together through more itinerant gatherings focused on
electronic music.289 Alongside these issues, participant-led field recording excursions
drew attention to the sounds that characterised Bray’s atmosphere and ambiance, for
instance the sound of gulls echoing amongst the rocky terrain at the foot of Bray Head in
the early morning. Several conversations led to more formal outputs, such as the second
OCS publication (Anderson and Kelly 2016), which presented a conversation with artist
Anthony Kelly who visited the office to discuss his recent work on the project A Sound
Map of Dún Laoghaire (2015).290 Over time, different conversations overlapped within
OCS, allowing participants to engage with each other. As slippages between different
subjects began to occur, we came to collectively uncover an understanding of common
sound.

This tension regarding the suppression of local electronic music cultures was reflected in the
RAVE poster that hung over the main desk in OCS. The photograph in the poster depicted the graffiti tag
RAVE sprayed on a concrete wall along the banks of the River Dargle. In the foreground construction
equipment could be seen busily modifying the environment to prepare for the installation of a new riverwalk.
This poster can be seen in Figure 55.
290 Artists Anthony Kelly and David Stalling developed A Sound Map of Dun Laoghaire with recordings
dating back to 2013 focused on different sounds and activities around Dun Laoghaire, which is located
between Dublin and Bray. For more information visit: http://www.dunlaoghairesoundmap.com/ (accessed
March 18, 2021).
289
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Figure 53: Editing field recordings for use in listening sessions within The
Office for Common Sound. Photo: Louis Haugh. Image courtesy of Sven
Anderson.

In summary, over its two-month duration in Bray, OCS evolved as a busy space that
encapsulated a series of overlapping processes, including:
▪

Sustaining a form of feedback between individuals and small groups through
the development of a space that could be layered with traces of divergent sonic
enquiries.

▪

Activating subjects that extended discussions of acoustic territoriality and
integrative sonic urbanism, rooting them in the interests of the project’s
participants without attempting to establish shared values or objectives.

▪

Reflecting that the community formed of the project’s participants was
fragmentary and diverse and allowing different people to interact with each
indirectly through the traces they left behind within the office.

▪

Pursuing an enquiry concerning sound, place and experience in response to the
specifics of a locality as informed by instincts contributed from a range of
publics, instead of more generic or universal prompts.

As the output of OCS continued to accumulate, conversations with its participants
revealed different opinions regarding what should be included within the office as well
as what should not be acknowledged. Some participants felt a need to add structure to our
ongoing sonic enquiry, while others remained committed to the notion that the office
could continue to prioritise its original adaptable identity. It was as these discussions
became more fractious that the project concluded. OCS in Bray disappeared quickly,
without a concluding event. The effort required to dismantle the office took priority, and
the project’s final days were consumed by the same operational dynamics that had
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governed its activities throughout its two-month duration. Over the following pages,
Figures 54–58 document OCS and its environs in Bray.

246

Figure 54: The shutter for The Office for Common Sound with vinyl text showing contact details and
indicating whether the office was closed or if I was out for fieldwork. Photo: Louis Haugh. Image
courtesy of Sven Anderson.
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Figure 55: The interior of The Office for Common Sound, showing the main desk, the poster with
the RAVE graffiti along the river Dargle and the video installation What Superimposes What?
featuring dialogue between John Cage and Morton Feldman. Photo: Louis Haugh. Image courtesy
of Sven Anderson.
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Figure 56: The view onto the street from within The Office for Common Sound, showing passers-by
on a busy summer day as well as a loudspeaker in the lower left corner, used to play back field
recordings within the office. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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Figure 57: Books, fliers and other publications set up in a window display to attract passers-by to
stop and enter The Office for Common Sound. Photo: Louis Haugh. Image courtesy of Sven
Anderson.
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Figure 58: Handing out a copy of the first OCS publication: What is the Common Sound? Photo:
Louis Haugh. Image courtesy of Sven Anderson.
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6.6

Second Iteration: The National College of Art and Design (2019)
Following three years of dormancy since the office closed in Bray, the second

iteration of OCS was established in 2019 within the National College of Art and Design
(NCAD) in Dublin291 within the NCAD Gallery. This second iteration of the project
established how an open sonic enquiry that explored the potential of integrative sonic
urbanism can be established within the context of a focused institution. In this way, this
iteration of OCS builds on much of the rhetoric established through The Manual for
Acoustic Planning and Urban Sound Design (as discussed in Chapter 5), and the means
through which MAP worked through a mode of embedded practice within Dublin City
Council.
This new setting for OCS was different than it had been in Bray. The NCAD Gallery
provided floor to ceiling windows along Thomas Street, linking the office to one of
Dublin’s busiest historic market districts extending back into the Liberties.292 Although
the office was visually accessible from the street (see Figure 59), its entrance was difficult
for the public to access. Because of this dynamic, this iteration of OCS established a focus
on the boundaries between the college and the surrounding neighbourhoods and
communities and was developed working primarily with students and staff at NCAD.293

The National College of Art and Design is Ireland’s oldest art institution, having grown from a
drawing school set up in the late 18th century to be incorporated as the National College of Art and Design in
1972. NCAD moved to its current location on Thomas Street in Dublin in the early 1980s.
292 The Liberties is a significant working-class neighbourhood in Dublin located in the southwest of
the inner city behind the Guinness brewery and bordered by Thomas Street, where NCAD is located.
293 At NCAD, OCS immediately developed in this way due to its limited timeframe. The lack of a leadin or research phase precluded the possibility of developing relationships with adjacent communities. Both
myself and the others involved in the project acknowledged this limitation and sought to address it as a
structural enquiry as we articulated the project. We reflected on the lack of voices from outside of NCAD
within our conversations, coming to understand this as symptomatic of larger boundaries between these two
adjacent communities.
291
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Figure 59: The interior of The Office for Common Sound in NCAD Gallery
during the first days of the project. The furniture, materials and a large portion
of the equipment used in the project was sourced within the art college. Photo:
Mateja Šmic. Image courtesy of Sven Anderson.

OCS at NCAD built from a foundation established through my teaching activity
within the college. Between 2017 and 2020, I developed and taught the course Vibrant
Forms: Reconsidering the Built Environment Through Sound within the School of Visual
Culture. This course introduced urban sound art and sound studies within an
undergraduate visual studies and fine art curriculum.294 Building from this foundation
with support from the NCAD Gallery,295 OCS was planned to occupy a two-week
timeframe extending from the conclusion of the Vibrant Forms course in 2019.296 Set
within the formal context of an institution focused on art education (see Figure 60), the

294 I developed the module Vibrant Forms: Reconsidering the Built Environment Through Sound through an
invitation from David Crowley (head of the School of Visual Culture) in 2017. The module included sessions
exploring topics such as: Site-Specific Sound; Architecture and the Senses; Strategies for Active Listening; and From
Acoustic Territories to Sonic Warfare. The module drew students from the School of Design, the School of Fine
Arts and the School of Visual Culture, with between 25 and 30 students each year it was offered.
295 OCS was developed through an invitation of NCAD Gallery curator and manager Ann Kelly,
building on a mutual interest to support sonic practice and research at NCAD.
296 OCS was fortunate to be granted this short occupancy as the gallery is a sought-after resource.
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office extended the open enquiry developed during its first iteration through discussions
concerning the role of sonic practice at NCAD.297

Figure 60: The entrance to The Office for Common Sound at NCAD Gallery as
accessed from within the college. The OCS logo and opening hours seen here
were also presented on the main window on Thomas Street. Photo: Mateja
Šmic. Image courtesy of Sven Anderson.

OCS at NCAD fostered an inclusive methodology through close collaboration with
students. I introduced the role of officers, who worked alongside me as I continued to
serve as office manager (see Figure 61). The officers included Dominika Goralska, Colm
Keady Tabbal and Mateja Šmic (all students who had taken the Vibrant Forms module)
and Christopher Steenson (a Dublin-based artist who volunteered to contribute to the
project).298 The officers worked on the office’s setup, maintenance, outreach and event
management and shaped the office’s objectives, methodologies and research themes.
Each officer brought their own practice and research to bear within OCS, allowing the

297 At this point in time, NCAD did not offer any formal opportunities for students to explore sound
studies or sonic practices beyond the Vibrant Forms module that I convened. Given the collective interest in
sound art and experimental music within the college, this indicated both a deficit and an opportunity for
drawing attention to how these practices might intersect with other research and practice taking place within
the college. The second iteration of OCS explored this potential.
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project to integrate plural interests instead of developing a solitary trajectory premised
my instincts alone.299 As it had within its first iteration in Bray, OCS evolved by
foregrounding its participants’ interests, providing opportunities for the officers and other
participants to define the office’s activities and outputs.300

Figure 61: A discussion during the first week of The Office for Common Sound
at NCAD. Pictured are officers Dominika Goralska, Colm Keady Tabbal and
Christopher Steenson and participant John Lyons. Photo: Mateja Šmic. Image
courtesy of Sven Anderson.

As a multitude of outputs began to take form, I worked with the officers to focus
on the central task of developing an inventory, which we collectively defined as an openended structure that exemplified the office’s performative and functional bureaucracy.301

Each of the four OCS officers brought their own interests to bear on the project, for instance
drawing from Steenson’s work with site-specific field recording, Goralska’s interest in synthesis and
improvised performance, Keady Tabbal’s interest in sound and architecture and Šmic’s integration of sound
within her expanding and immersive visual arts practice.
300 Efforts to allow sonic enquiry to be steered by newcomers (as well as those with more extensive
experience) emerged as one of the strongest dimensions of OCS at NCAD. This approach contrasts the
application of methodologies such as those defined through the soundscape standard as discussed in Section
4.2, in which a specialised approach must be apprehended and followed in order to pursue stable results. The
goal of OCS – in which every participant is encouraged to take ownership over sonic enquiry – is to
encourage the themes of the project to fork into unknown forms through derivative projects and
explorations.
301 As with the device of the implied manual within my project MAP, the focus of OCS on the office
and other bureaucratic devices (such as the inventory) drew attention to the functions that the project
implied, allowing participants to contribute to a workflow that explored both the performative – and actual –
dimensions of the project.
299
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The inventory became as performative a structure as the office itself; indeed, it served as
a guide without ever being fully realised or annotated.302 Questioning the nature of this
inventory provided a means for participants to grapple with the complexity of developing
a bottom-up approach to researching the concept of common sound, through which to
address the diverse acoustic territories that characterised the relationship between the
college and its environs.303 The concept of the inventory supported a continuous effort to
integrate emergent resources, references and outputs as they were discovered. It grew to
incorporate elements of different scales, ranging from incidental physical artefacts such
as posters created for visual displays to the concepts that defined the higher-level
objectives and methodologies that defined the office itself.304
OCS officers introduced the project within NCAD by circulating pamphlets and
inviting fellow students and staff to attend meetings and events, and by considering how
to support exchanges with the surrounding communities.305 The office remained open to
everyone, attracting passers-by to join the effort developed with the community at NCAD.

The concept of the inventory was used as a structuring device within OCS at NCAD. The task of
producing this inventory served as a foundation for the office’s activities. Every poster on the wall, and every
itinerary produced for a meeting had a unique reference number, to be used within this inventory.
303 The inspiration for the inventory at the OCS drew from urbanist and landscape architect Sergio
Lopez-Paneiro’s project Holes of Matter, which explored an inventory as a device through which to structure
research into different urban and spatial typologies. The objective of Holes of Matter is “to recognize the
gaps that appear in the relationships between social structures and spatial organizations, and to imagine them
as sources of freedom, diversity, and spontaneity” (Holes of Matter Website). Pineiro explores the use of the
inventory as structuring device in the essay Archipelagos of Detritus: The Need for a Theory on Spatial Waste (2015).
For more information see: https://holesofmatter.com/ (accessed March 17, 2021).
304 Indeed, the production of this inventory resonates with the concept of integrative sonic urbanism.
Integrative sonic urbanism represents an effort to include a diverse inventory of enquiries and objectives
instead of settling on a concise methodology. Such an inventory can assimilate a range of methodologies and
concepts – as well as other projects – as OCS at NCAD explicitly revealed.
305 The time constraints of this iteration of OCS and the project’s situation within NCAD precluded
substantial interaction with the surrounding communities, except through incidental drop-ins. The one
exception to this was an afternoon session in which a group of local teenagers from the adjacent Rialto Youth
Project scheduled an appointment with OCS. This meeting was very productive, as the teenagers actively
questioned the different media, publications and structural elements in the office. They were particularly
interested in a set of portable FM radios set up on the floor, not having had experience with the sensation of
using analogue controls to tune in and out of radio transmissions.
302
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Conversations with individual participants were extended through two lager public
events, titled Office Politics and The City of Participation.306

Figure 62: A video screen showing footage of the first OCS meeting Office
Politics featuring OCS officers Colm Keady-Tabbal, Mateja Šmic and
Christopher Steenson, participant Elaine Manley and myself, set up to run
continuously within the office. Photo: Mateja Šmic. Image courtesy of Sven
Anderson.

These events reflected the administrative dimensions of the office and were
structured as public meetings in which the audience was invited to participate through
discussion and written feedback forms. Office Politics took place during the first week of
the office’s opening (see Figure 62), introducing the office and encouraging people to get
involved. The City of Participation, was scheduled at the conclusion of the project,
providing an overview of the office’s achievements by inviting its audience to participate
in an intensive discussion. I worked with the OCS officers to generate itineraries for both
events, taking care to root the meetings in considerations of sound while ensuring they

Office Politics emphasised the office as a structuring device. The City of Participation drew from an
exercise used in the Vibrant Forms module and was derived from a section of the architect Juhani Pallasmaa’s
book The Eyes of The Skin: Architecture and the Senses (2012) in which the author contrasts “the city of
participation” with “the city of alienation” (43).
306
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could expand to explore relationships between different communities within NCAD as
well as the relationship between NCAD and surrounding residential territories.307
The first meeting, Office Politics, focused on enabling the officers and core project
participants to workshop their own ideas for the office’s functions. Progressing via a tight
itinerary, the meeting outlined the office’s objectives and progressed through four
presentations led by three of the officers and one affiliated researcher. The presentations
were followed by an opportunity for discussion and a listening event, which was set as a
postlude. Between presentations, the meeting featured sonic contributions and listening
exercises led by a range of participants, integrating field recordings from locations within
the college and surrounding neighbourhoods as well as a series of pure-tone interludes
used to punctuate transitions within the meeting.308 The four presentations within Office
Politics explored topics of research that emerged within the first days of OCS at
NCAD.309 These topics included the ethics of field recording, the role of sound in the
definition of the public spaces within the college and the distinction between synthesised
versus naturally occurring sound.310 The final presentation during the event considered
the notion of the citizen as sensor,311 taking place as an exercise in which audience

307 OCS at NCAD initiated as many connections as it could, even as this threatened the project’s
ability to follow through with individual research trajectories. This accentuated the performative nature of the
office, illustrating that such an extensive sonic enquiry required further resources. The focused energy of the
four officers and a small group of core participants allowed the office to progress at a frantic pace.
308 Field recordings and other listening material were contributed by Vibrant Forms students and
alumni Padraig O’Griofa (using the moniker Gwaukie) and Isabelle Ryan, researcher Elaine Manley and OCS
officers Colm Keady-Tabbal, Mateja Šmic and Christopher Steenson.
309 Many of the practice and research interests explored in OCS were linked to ongoing work
developed by students, both from their work within the Vibrant Forms module and within their own artistic
practices.
310 The four presentations within the Office Politics meeting were led by OCS officers Colm KeadyTabbal, Mateja Šmic and Christopher Steenson and project participant and NCAD researcher Elaine Manley.
311 As explored in Section 3.5, researcher and urbanist Antonella Radicchi explores the concept of the
citizen as sensor through the Hush City App (2017). The exercises that took place in OCS positioned the
audience in a role in which they performatively acted as sensors, as they transcribed the sounds that they
heard with virtually no instruction, as if this were a mechanism within an automatic process. Embodying this
form of transcription served as a point of conversation later in the meeting, allowing the audience to engage
with critical concerns with much of the work developed in support of the emergent paradigm of the data city
in response to the remedial strategies set in place through the Environmental Noise Directive (2002/49/EC).
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members transcribed field recordings using a visual or textual means of their choosing.312
The discussions that followed provided an opportunity for the audience to question the
office’s objectives, to comment on the presentations, to offer suggestions for how the
office could evolve and to schedule meetings to return to discuss their own ideas and
concerns. Office Politics thus established the roots of an enquiry concerning how sonic
practice could act as a foundation for researching the institutional dynamics of NCAD,
and through which to question the college’s relationship with its surroundings.313

Figure 63: The second OCS meeting The City of Participation, showing
participants in different break-out groups discussing different themes. Each
theme was led by one of the OCS officers, and participants kept track of their
notes and discussion on handouts with specific headings for each theme. Photo:
Mateja Šmic. Image courtesy of Sven Anderson.

The second event, The City of Participation, pursued a more complex structure,
developing a more active relationship with the audience. The meeting progressed as a
series of break-out sessions, dividing the audience into focused discussion groups (see

The final presentation and listening exercises were led by OCS officer Mateja Šmic.
Indeed, the meeting revealed a shared concern with the gentrification of the neighbourhood
around the college, which had become increasingly apparent within the preceding years. Coinciding with the
timeframe that OCS at NCAD took place, inner city Dublin underwent a wave of urban development
projects that prioritised the construction of private student accommodation, hotels and amenities to
strengthen the touristic dimensions of the city. These changes were quite visible in the territory around
NCAD. A recent account of the ongoing gentrification of the Liberties and the area along Thomas Street can
be found in the article All these hotels go up and what do we get back? Nothing (Pope 2020).
312
313
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Figure 63).314 The rapid pacing of the meeting was set by a timer that beckoned audience
members to rotate sessions every fifteen minutes, encouraging them to become complicit
with the frantic dynamics of the office. The themes used to organise the five sessions
highlighted central concepts that had surfaced in the office during the previous week.
These themes were:
▪

Inventory

▪

Listening

▪

Office

▪

Recording

▪

Synthesiser

The prompts provided within the Inventory session were:
▪

If you were developing an inventory for OCS, what would be the highest-level
elements that you would include? Currently OCS is working with ‘Functions’,
‘Methods’, ‘Protocols’, and ‘Actions’. See if you can extend this list.

▪

What else would you include in the inventory for OCS?

▪

Is there anything that you would intentionally exclude?

▪

How do you feel the act of developing an inventory differs from developing an
archive? Or an index?

The prompts provided within the Listening session were:

The use of break-out sessions was inspired by attending the event Building (Information Modelling), a
one-day event exploring the impact of BIM in the evolution of the smart city within the Marie-Curie Sklodowska RISE
project Real Smart City Project on 12 March 2019 hosted at the Graduate School of Creative Arts and Media
(GradCAM) at TU Dublin. See: www.realsms.eu (accessed September 4, 2021).
314
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▪

Listen to OCS right now. What do you hear?

▪

What has been the most prominent sound in the office during this meeting?

▪

What other sounds can you imagine in OCS?

▪

Focus on the sound that you feel you have contributed to during the meeting.
How would you describe this sound?

The prompts provided within the Office session were:
▪

Does OCS appear to have a coherent objective? If so, describe this objective.
If not, please describe what this objective could be.

▪

What can be gained through OCS existing as both a space of production and a
space of exhibition?

▪

Do you think that it would be efficient to separate the functions of OCS
(research, production, and presentation), or to continue to allow them to coexist within the same time and space?

The prompts provided for the Recording session were:
▪

Would you rather have your voice recorded, or your picture taken?

▪

In what environment would you feel most comfortable being recorded? Your
home? Your place of work? A public space?

▪

Who would you like to be recorded by?

▪

Is there anyone who you would not want to be recorded by?

Finally, the prompts provided within the Synthesiser session were:
▪

How do feel synthesised sound fits in with the framework presented by OCS?
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▪

How would you distinguish between this and location recordings or field
recordings?

▪

Consider the co-presence of field recordings and synthesised sounds. What
might emerge through this dialogue?

▪

Think of the listening sessions that have occurred within this meeting at OCS.
Do these sessions assert a certain attitude concerning the relationship between
synthesised and non-synthesised sound? If so, please describe this attitude.

Each breakout session was led an OCS officer, who worked with their group to
compile notes related to these prompts. The sessions were separated by intermissions
consisting of listening sessions in which different recordings and performances took
place.

Figure 64: NCAD student John Lyons improvising on a custom-built percussion
and electronics setup during a collaborative performance at the end of The City
of Participation. Photo: Mateja Šmic. Image courtesy of Sven Anderson.

The meeting concluded with a longer improvised performance in which a group of
students activated an assemblage of sound-producing artworks and performance
infrastructures they had developed for their end-of-year exhibition. This expansive
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performance provided time for the intensive production of OCS to give way to a more
abstract collective listening experience (see Figure 64).
Following The City of Participation, the last day of the office’s opening at NCAD
recalled the last week of OCS in Bray in 2016. The services provided by the office came
to an abrupt halt, leaving several research trajectories suspended and incomplete. The
transcriptions generated from conversations and listening events within Office Politics
and The City of Participation loomed in stacks of unorganised A4 sheets arranged on
desks within the room (see Figure 65). As we worked to disassemble the office, the
OCS officers and I discussed the responses gathered in these documents. The documents
demonstrated that despite its initiation through such an open structure, OCS had quickly
articulated a series of research objectives, attracted a dedicated group of participants and
generated a network of concepts that called for further exploration.

Figure 65: Notes, feedback and drawings collected from participants during the
public event The City of Participation. Each document is set up with the OCS
logo and a code that identifies it within the inventory that the project sought to
produce. Photo: Mateja Šmic. Image courtesy of Sven Anderson.

Through its development at NCAD in 2019, the second iteration of OCS further
evolved a platform through which discourse concerning the concepts of common sound
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and integrative sonic urbanism could take form. The project established this discourse as
a means through which to reflect on the boundaries and thresholds that exist between the
college and its surroundings and to consider how these boundaries are related to urban
development processes taking place on a larger scale within the city. In the following
pages, Figures 66–70 reveal different perspectives of OCS at NCAD.
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Figure 66: Public signage for The Office for Common Sound on Thomas Street, displaying contact
information and the office opening hours. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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Figure 67: Exploring the relationship between synthesised sound and field recordings through an
improvisation between OCS officer Dominika Goralska and Sven Anderson. Photo: Mateja Šmic.
Image courtesy of Sven Anderson.
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Figure 68: OCS officer Colm Keady-Tabbal introducing the format of the event The City of
Participation. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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Figure 69: An OCS participant developing an abstract transcription of sound in response to field
recordings of different areas within NCAD during the event The City of Participation. Photo: Mateja
Šmic. Image courtesy of Sven Anderson.
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Figure 70: A passer-by on Thomas Street looking into OCS in NCAD Gallery, with the project’s
white vinyl signage, FM radios and a desk of publications positioned as an evolving window display.
Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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6.7

The Role of Participatory Frameworks in Advancing Integrative Sonic
Urbanism
The Office for Common Sound and The Manual for Acoustic Planning and Urban

Sound Design demonstrate how participatory frameworks encourage the development of
new modalities of integrative sonic urbanism. OCS extended from MAP, shifting the core
enquiry concerning sound from inside a municipality outward towards new sites
embedded within communities of different scales, opening the concept of common sound
just as MAP had drawn attention to the fields of urban sound design and acoustic
planning. Both projects evolved in response to their participants’ interests, motivations
and objectives, which became integrated in discussions of sonic practice and sonic
research within a variety of spatial, architectural and urban contexts. By shifting attention
away from a focus on the production of sound and towards the discussion of sound, these
artworks create a sense of agency amongst the municipalities, urban design professionals
and citizens that they bring together.
Both MAP and OCS demonstrate how participatory frameworks advance the
concept of integrative sonic urbanism by producing opportunities through which to
reconsider the concepts and methodologies introduced earlier in this dissertation. These
projects represent platforms through which to question urban sound installation practices,
remedial strategies for urban sound design, sound in the context of the data city, the
soundscape standard, urban ambiances, urban atmospheres and acoustic territoriality. By
opening these subjects to questioning, these projects contribute to the evolution of the
fields of urban sound design and acoustic planning and influence how the medium of
sound is considered within city-making processes and within the experience of the public
realm. The critical discourse sustained through these projects transcends solution-
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oriented strategies for addressing urban spatial conditions, as it is set within open
frameworks that continually integrate a variety of perspectives.
OCS exemplifies this critical function. OCS provides a means through which
concepts such as urban ambiances, urban atmospheres and acoustic territories can be
explored through discourse related to more localised concerns introduced by the
individuals and communities who participate in the office’s activities. OCS asserts that
the knowledge embodied within these participatory processes and collaborative
experiences remain embedded within the project (as it evolves through future iterations),
as well as within the collective experience of its participants. The contribution of OCS –
as well as MAP – in formalising a space for these conversations to take place is rooted in
these projects’ prioritisation of discourse, their use of mechanisms through which to
activate reference material and their means of linking a variety of listening activities that
extend from momentary exchanges to large-scale urban sound installations established
on a permanent scale.
These functions of MAP and OCS – as they relate to the concept of integrative sonic
urbanism and the advancement of the fields of urban sound design and acoustic planning
– can be linked to considerations of projects by other practitioners that explore the
potential of sonic practice through participatory measures established in specific urban
and social contexts. Indeed, diverse approaches to this manner of embedded sonic
exploration have been recently advanced within different models of practice. Such
approaches exemplify methodologies that align more transitory participatory structures
with specific areas or sites of interest within which to pursue focused forms of urban sonic
enquiry.
A prominent example of this mode of participatory practice is the body of work
developed by urbanist Trond Maag and artist Andres Bosshard, working both together
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and independently since 2009.315 Maag and Bosshard’s practices have evolved through
various forms, often foregrounding soundwalks developed with different organisations
and clients that involve the participation of specific professional working communities to
explore focused urban spatial contexts. This practice-led methodology is modular,
balancing the practitioners’ ability to guide discussions with a sensitivity to the unrealised
potential of the contexts being explored as well as to the collective input of their projects’
participants. This methodology retains a non-hierarchical dialogue between urbanist and
artistic instincts, offering openings to collaborate with other artists, urban practitioners,
professional communities and the general public. The model of practice outlined by Maag
and Bosshard can be integrated within larger planning processes – for example within
projects being developed by local and national authorities; but simultaneously, this
modality retains its ability to produce cues for more nimble standalone gestures, which
remain rooted in an effort to reflect on the embedded knowledge transferred between
those who participate within the guided walks that remain central to their practice.
Other models of participatory strategies for furthering sonic enquiry include artist
Peter Cusack’s Berlin Sonic Places, a layered project that evolved over several phases of
production between June and September 2012. Berlin Sonic Places developed through a
series of embedded research initiatives exploring Prenzlauer Berg, Rummelsburg and
Flughafen Tempelhof in Berlin. This research was extended through a book that formally
summarised the methodologies discovered through this earlier phase (Cusack 2017).316

More information of the variety of walks developed by Trond Maag can be found in the ‘Walks
and workshops’ section of the Urban Identity website: https://urbanidentity.info/work/ (accessed March 31,
2021). Maag’s practice also focuses on the production of sound-related guidelines and other tools for urban
design professionals to use in order to integrate considerations of sound within their practice. These projects
are also detailed on the Urban Identity website. More information on Andres Bosshard’s practice (including
both solo exhibitions and installations as well as collaborations with Maag) is available at:
http://www.soundcity.ws/ (accessed March 31, 2021).
316 The original website tracing Peter Cusack’s original Berlin Sonic Places project is no longer online,
but can be found through The Wayback Machine Internet Archive via the URL:
315
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In this book, Cusack asserts the role of working closely with city residents to explore
what he refers to as sonic places:
City residents get to know particular sonic places very well. Indeed, those at home
or on regular travel routes become so familiar that they virtually disappear from our
awareness. This does not mean that they are unimportant. On the contrary, their
very familiarity means that they are essential to personal city knowledge, key to our
sense of place and vital to our navigation through urban geography. (6)

Bringing this level of sonic enquiry to the attention of city residents as a means of
reconsidering the role of sound in their experience of the neighbourhoods where they live
and go to work is imperative for supporting urban sonic enquiries in the future. However,
as suggested by OCS’s successful transposition from Bray to NCAD, working with
residents of a specific locale is not the only means of drawing together participants to
pursue this form of sonic enquiry. Indeed, Jill Halstead and Brandon LaBelle’s more
recent project Social Acoustics highlights “the potentialities of sound’s relational,
material and artistic qualities” and “engages sound as a productive medium for nurturing
collaboration and an ethics of radical openness, and for challenging models of knowledge
and agency defined by the apparent, the legible and the quantifiable” (Social Acoustics).
The open methodology proposed through this project is reflected in the project’s
articulation between the concepts of embodiment and community, each of which suggests
encounters with sonic enquiries that are registered through specific and potentially
divergent perspectives.317 This recalls the praxis developed by the sound art collective

https://web.archive.org/web/20190322234034/http://sonic-places.dockberlin.de/?lp_lang_pref=en&page_id=6 (accessed March 31, 2021).
317 A discussion of embodiment and community serves as the initiation for a conversation between Jill
Halstead and Brandon LaBelle that took place during the event Social Acoustics Seminar #1: Sound, Hearing,
Movement, Performativity on April 10, 2019 at the Faculty of Fine Art, Music and Design at the University of
Bergen. A transcript of this conversation can be found at: http://socialacoustics.net/wordpress/wpcontent/uploads/2020/02/Halstead_LaBelle_Conversation.pdf (accessed March 31, 2021).
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Ultra-red (referenced in Section 2.3 and 5.7), which instantiates a variety of sustained
participatory frameworks within communities united through different connections
including geography, cultural identity, shared interests and political affinities.
The participatory sonic enquiries summarised in the previous paragraphs are varied
in context, methodology and intent. However, considered together, it is possible to
identify commonalities rooted in efforts to sustain open citizen- and participant-led
structures to explore sound, to work away from established paradigms for urban sonic
practice and to discover more highly individuated and vernacular forms of sonic
exploration and community-building. The instincts that motivate these projects range
from political activism to an intuition to discover the sonic characteristics of specific
spaces but converge through their role in expanding practices that pursue hybrid
approaches to sounding, listening and discourse to explore different localities, social
issues, community interests and dynamics of site.
The growing body of work involving open, participatory dimensions reveals a
collective need to expand current models of urban sonic enquiry away from sonic practice
alone, and to activate it through encounters with diverse urban subjects, localities,
communities and issues. This body of work indicates a formal shift away from
standardised methodologies for urban sonic practice, exemplified through the recent
evolution of the soundscape standard discussed in Section 4.2. Through my own projects
MAP and OCS as well as through the work of these practitioners, the study of sound and
urban space has become more closely embedded within local issues, revealing a means
for different communities to interrogate the dynamics of listening that are most relevant
within their individual and collective experience. This contributes to the evolution of
urban sound design and acoustic planning by further asserting the need for an inclusive
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methodology such as integrative sonic urbanism, which welcomes these different
perspectives.
Efforts to develop and sustain the fields of urban sound design and acoustic
planning through participatory structures and open methodologies have become
increasingly relevant, offering alternatives to practices that secure more structured and
formal approaches to these fields of practice. As asserted through my projects MAP and
OCS, participatory projects provide a means of critically engaging with the assumptions
that persist through processes related to the END and the advancement of the soundscape
standard. Top-down approaches to urban sound design must look to smaller-scale
participatory structures to reorient their focus on sound not as a medium through which
to discover solutions to problems, but as a space through which to consider questions
related to the larger process of city-making. This will support strategies that reflect the
experience embedded in specific localities, communities and publics to complement and
extend perspectives rooted in environmental acoustics and infrastructurally-oriented
forms of urban sound art.
6.8

Conclusion
The analysis of OCS that served as the focus of this chapter revealed the potential

of participatory work involving sound and place, while simultaneously highlighting the
necessity to devote greater resources to developing projects and services that enable
citizen-led interactions involving these subjects to take root. OCS demonstrates an
intuitive means through which to develop an awareness of sound as a common resource,
showing how it can be closely integrated within every individual’s daily life and
subjective experiences of place. By transitioning away from efforts to define workshops
and other opportunities for public engagement through predefined concepts and
objectives, individuals are able to actively re-imagine the role of sound within their
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everyday environment. Once this more personal, individuated process occurs, it is
possible to re-consider concepts such as soundscapes, ambiances and atmospheres, and
the remedial strategies associated with noise control and noise mapping from a new
perspective. Beginning with individual sonic memories rooted within personal, intimate
and private listening environments, discourse that is fostered through conversations about
sound in the public realm – as a resource that is shared and mediated by a collective
formed of different individuals with diverse sensibilities and needs – becomes readily
apparent. Projects that encourage this attitude within different communities must remain
a central concern within top-down urban acoustic planning and urban sound design
initiatives and urban sonic art practices that seek to change how sound is perceived and
activated as a component of the public realm.
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Chapter 7: Conclusion
7.1

Summary
This dissertation established integrative sonic urbanism as an emergent,

performative methodology through which to support new approaches to urban sound
design and acoustic planning, and to assert how these fields of practice are of vital
importance to the design and experience of urban space. It outlined how to instil, develop
and sustain critical dialogue between artists and urban sound designers, local authorities
and the wider public to enable these practices to be incorporated within urban planning
processes and city-making initiatives on a variety of scales.
Chapter 2: From Urban Sound Installation to Urban Sound Design positioned
urban sound installation practices at the core of the field of urban sound design. The
chapter examined my public sound installation Continuous Drift, using this artwork to
draw attention to the primary role of artistic practice in developing urban forms that
activate sound as a component of urban space. I demonstrated that the evolution of sound
art is closely tied to the changing listening conditions that have accompanied the
evolution of the contemporary cityscape, referencing an established canon of work to
demonstrate how the subjective experience of noise and silence represent key concepts
within this field. I argued that these historical works can be expanded through
contemporary perspectives to articulate an expanded understanding of active listening in
everyday urban experience. I considered two of Max Neuhaus’ sound installations as
examples of how artists rework media infrastructures and establish subjective experiential
thresholds to activate sound as a component of diverse urban spaces. I linked the
development of these early urban sound installations to current forms of practice that
explicitly consider how artistic interventions inform more expansive frameworks for
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urban sound design. The chapter asserted that Continuous Drift exemplifies this ambition
by allowing the public to participate in shaping urban sonic experience to reveal specific
urban dynamics and more critical concerns related to the wider urban context.
Chapter 3: Appraising Remedial Strategies for Urban Sound Design established
the transdisciplinary context of this dissertation by expanding the previous chapter’s
focus on urban sound art and urban sound installation practices. I defined the concepts of
the healthy city and remedial strategies as central devices through which to contextualise
modes of urban sound design that seek to remedy what are perceived to be negative urban
conditions. I demonstrated how the city attends to the urban sound environment through
the concept of environmental noise, and through remedial strategies reinforced on a
legislative level through strategic noise mapping processes related to the Environmental
Noise Directive (2002/49/EC) (END). I claimed that the management of environmental
noise is not a benign process, but a component of an administrative mechanism that is
active in shaping the contemporary city and the forms of urban space that it engenders. I
introduced the concept of the data city to situate these processes set in place through the
END within a larger paradigm in which the city is increasingly defined by processes and
services related to the acquisition of data. I asserted how artistic research and production
in the field of urban sound design can leverage an awareness of this paradigm by
activating links with prevalent modes of practice within current spatial design and
planning practices. From these insights, I distilled a series of tactics to lead more critical
modes of urban sound design. I proposed that progressive urban sound design practices
can avail of these tactics to gain increased traction within different working contexts and
thus evolve towards more sustainable opportunities for implementation.
Chapter 4: Crafting A Pluralistic Approach to Urban Sound Design provided an
analysis of the soundscape standard, urban ambiances, urban atmospheres and acoustic
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territories to draw attention to how these concepts have been employed to support
contemporary urban sonic practice. I demonstrated that while both urban ambiances and
urban atmospheres provide an agile framework through which to address the relationships
between sound and ephemeral qualities of urban space, these concepts remain difficult to
adopt within practical design contexts. The limited uptake of these concepts contrasts the
development of the soundscape standard, which is currently gaining traction through the
work of practitioners who more explicitly seek to embed a standardised methodology
within applied urban design contexts. I posited that through the concept of acoustic
territoriality, the fields of urban sound design and acoustic planning can be actively linked
with urban design and planning processes that critically address issues of power and
control, which play a central role in the definition of the contemporary cityscape. I drew
from the critical appraisal of these four conceptual models to define integrative sonic
urbanism as a methodology that can be adapted to the different requirements of working
with sound in diverse urban contexts. I foregrounded the need to promote this inclusive
and non-standardised methodology to encourage the fields of urban sound design and
acoustic planning to develop beyond their infancy and to obtain increased agency within
larger urban design and planning processes.
Chapter 5: Working Within a Local Authority (The Manual for Acoustic Planning
and Urban Sound Design) articulated a new strategy for urban sound design premised on
the public artwork The Manual for Acoustic Planning and Urban Sound Design (MAP).
The chapter demonstrated how the open-ended structure of this public art commission
served as a foundation through which to explore urban acoustic planning and urban sound
design as rooted in artistic enquiry but open to the participation of other practitioners,
stakeholder and communities. The chapter outlined how MAP’s ability to integrate
different fields of practice enabled it to advance conversations around the role of sound
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in the city by sustaining a long-term partnership that remained open to the instincts of its
primary partner, Dublin City Council (DCC). Questioning the potential of an individual
working in the role of the urban sound designer and acoustic planner produced
opportunities to interrogate the mode in with the city addresses the relationship between
sound and urban space. I contextualised my work within DCC through the form of the
artist placement as originally explored by the Artist Placement Group, and examined
MAP within a cohort of practices that explore socially engaged and participatory project
structures in contemporary art. I considered the methodology of prototyping in public
through the evolution of the urban sound installation Glass House in Smithfield Plaza and
traced how MAP was developed through a symbiotic relationship with local processes
related to strategic noise mapping and the END. I further contextualised MAP within a
range of related local and international practices, foregrounding how MAP integrated
influences from these influential projects to advance local discourse around the subjects
it explored.
Chapter 6: Staging Open Public Encounters (The Office for Common Sound) turned
to my public artwork The Office for Common Sound (OCS), considering the artwork’s
inception, objectives, structure and outputs. By disclosing these aspects of the project, I
advanced an understanding of how participatory artworks and collaborative practices can
support the development of integrative sonic urbanism. The chapter revealed how a
performative, public service such as OCS can extend more traditional forms of public
sound art such as urban sound installations by providing a direct means of engaging with
individual citizens and focused communities. I detailed how the concept for OCS was
derived, exploring how the establishment of an office with specific administrative and
physical parameters supported both a performative and a functional structure within
which to expand public discourse related to sound and everyday spaces. I demonstrated
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how the first iteration of OCS provided an opportunity for the general public to participate
in the office within the seaside town of Bray, foregrounding that even as it provided an
opportunity to encounter different ideas, resources and media focused on urban sonic
practice, the office remained open to the diverse interests and suggestions of its
participants. I discussed the second iteration of OCS at the National College of Art and
Design (NCAD) in Dublin, reviewing how the project’s core enquiry was expanded
through the work of collaborating officers who contributed to the project through their
own sonic research and practice. Through OCS, I drew attention to how urban sonic
practices that foreground participatory elements support a deeper awareness of the
potential of sound within different communities and locales. Defining participatory
structures to explore sound as a common resource thus marks a crucial step in developing
a sense of agency amongst the public in order to establish a foundation for the
advancement of urban sonic praxis.
Through the disclosure of the artworks The Manual for Acoustic Planning and
Urban Sound Design and The Office for Common Sound, the dissertation demonstrates
how the emergent fields of urban sound design and acoustic planning can be extended
through tactical gestures that activate a variety of resources to establish critical
relationships with civic institutions, communities and urban design processes. These
projects foreground participatory structures to support the evolution of urban sound
design and acoustic planning practices and demonstrate that the role of the artist extends
beyond their capacity to develop urban sound installations. The dissertation thus asserts
that urban sound design and acoustic planning can be advanced through artistic practice
by first developing speculative frameworks that support sustained urban sonic enquiry,
and by subsequently building on these frameworks to sustain critical dialogue concerning
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how to integrate considerations of sound within the design and planning of the
contemporary cityscape.
7.2

Contributions
This research advances a higher level of consideration of sound within the domain

of urban design, spatial planning and architectural practice. It actively shapes the fields
of urban sound design and acoustic planning by establishing how to develop sustainable
discourse between artists and local authorities, as well as through cooperation with
members of the public and specific cultural institutions. The projects disclosed within this
dissertation demonstrate active connections stemming from such partnerships, which
mark a shift away from urban design processes (including much public art
commissioning) in which artistic practice is guided by coercive agendas related to urban
regeneration and placemaking. By foregrounding critical strategies premised on a
continuous questioning of the potential of sound as a component of public space, this
research represents a vital gesture through which to ground these fields of practice in
enquiries that support the development of cities as heterogeneous spaces in which a
multitude of diverse perspectives and experiences intersect. Following from this, the
definition of integrative sonic urbanism – both as a conceptual proposition and as an
emergent, performative and actionable methodology – marks a significant gesture that
will support efforts to advance the integration of sound in urban design processes in years
to come.
Additionally, this research contributes to the evolution of urban sound art as a
domain of contemporary artistic practice by extending it through perspectives and
techniques introduced through public, participatory and socially engaged practices. It
employs these perspectives to advance the position of critical artistic enquiry within
transdisciplinary design processes focused on the role of sound in the city and in relation
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to public space, demonstrating that artist-led strategies can be instantiated as guiding
frameworks within which other disciplines are invited to participate. Foregrounding the
potential of these forms of critical practice establishes a new perspective that contrasts
the majority of current practices in this field, in which artistic practice is positioned at a
lower level within collaborative exchanges where it is structured to achieve specific goals
that often limit the potential for more systemic critical enquiry to emerge.
Through its transdisciplinary approach, this research reassesses processes related to
strategic noise mapping by interrogating these processes within the critical framework of
the data city to connect the quantitative representation of sound (as evidenced through
practices established in relation to the paradigm of environmental noise) to wider issues
surrounding the datafication of urban space and urban experience. This gesture connects
the current evolution of the field of urban sound design with a critique of the rhetoric of
the smart city, and in doing so draws attention to the vitality of urban sonic practice as an
arena in which more holistic issues concerning the dynamics of urban space and the
subjective definition of urban experience are currently being called into question. Urban
sound design and acoustic planning are thus positioned as key practices for urban
designers and spatial planners to activate within larger planning strategies, granting a
sense of urgency to the methodologies that are developed in this dissertation through
artistic practice.
The projects, concepts and methodologies established in this research represent a
further contribution to this field of practice by demonstrating points of entry through
which a variety of urban actors, communities and individuals – including residents,
students, emergent artists and non-professional urban practitioners – to actively lead the
development of urban sonic enquiries through their own knowledge and interest
concerning sonic experience, urban space and the role of sound in the design of the public
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realm. The dissertation actively asserts that critical artist-led strategies provide a direct
means to create opportunities to instigate this form of shared enquiry and to integrate it
within higher-level spatial practices.
In summary, the contributions of this research are:
1. The definition of integrative sonic urbanism as a new methodology supporting
artist-led strategies for urban sound design.
2. The expansion of the fields of urban sound design and acoustic planning through
artist-led project frameworks that serve as the foundation of long-term
intersectoral partnerships to advance research and practice within this domain of
urbanism.
3. The extension and continued development of the public artworks Continuous
Drift, The Manual for Acoustic Planning and Urban Sound Design and The Office
for Common Sound. These include the development of Balance (a new round of
works curated for Continuous Drift in 2017), the evolution of The Manual for
Acoustic Planning and Urban Sound Design (between 2016 and 2020) and the
second iteration of The Office for Common Sound (developed at the National
College of Art and Design in 2019).
4. The advancement of contemporary urban sound art practice through the
integration of socially engaged practices, notably the artist placement, in the
production of the public artwork The Manual for Acoustic Planning and Urban
Sound Design (MAP).
5. The advancement of interdisciplinary working methodologies that connect urban
sound art praxis to strategic noise mapping and remedial strategies for urban
sound design.
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6. The critical re-assessment of The Environmental Noise Directive (2002/49/EC)
and other processes related to strategic noise mapping within the wider conceptual
framework of the data city.
7. The definition of remedial strategies for urban sound design as a means of
classifying praxis focused on remedying or healing what are perceived to be
negative or unhealthy urban conditions.

7.3

Future Work
The development of urban sound design and acoustic planning practices can be used

to extend, augment and critique urban design and spatial planning initiatives on a variety
of scales. As evidenced by this dissertation, the development of urban sound studies and
urban sonic practice in the first two decades of the 21st century has established a
foundation through which these practices can further propagate within the field of
contemporary artistic practice, in relation to the development of the contemporary
cityscape and in hybrid scenarios that draw from both of these contexts. Indeed, following
the first phases of the COVID-19 pandemic between 2019 and 2021, drastic changes in
the use of urban public spaces, transportation infrastructure and domestic spaces have
revealed the intrinsic role of sonic experience within the dynamics of urban space.318 As
the volatility of urban space and the public realm is called into question, it is possible to
postulate that continued efforts to advance urban sound design and acoustic planning as
pluralistic and responsive modes of enquiry – and as capable of being developed on

318 Reflections on the silencing of urban transportation infrastructures related to the necessity of
remote working have revealed both positive and negative perspectives on what is revealed when patterns of
urban transit and related activities are so dramatically changed.
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different scales ranging from concise architectural projects to wider urban settings – will
be required in the years to come.
Future and derivative development of the concepts, methodologies and discourse
developed in this dissertation has already begun to evolve within the context of my own
practice, within several notable international architectural competitions that foreground
the role of sound and sonic experience as primary elements within large-scale
interdisciplinary design projects,319 and within subsequent consulting work that I have
developed with a range of architecture and landscape architecture firms stemming from
these earlier competitions.320 The methodology of integrative sonic urbanism developed
through this dissertation will be more specifically explored through the project SoundFrameworks: Collaborative frameworks for integrating sound within urban design and
planning processes, which I will be evolving between November 2021 and November
2023 as a platform through which to investigate how critical sonic enquiry can be
considered at early stages of architectural and urban projects related to the design of the
public realm. Sound-Frameworks is a Marie Skłodowska-Curie Actions (MSCA)
Individual Fellowship (IF) that I was awarded in 2021.321 The project will be hosted with

319 I have been involved in two major international architectural competitions, both of which
prioritised the integration of critical sonic methodologies alongside architectural, landscaping and urban
design gestures. The first was a proposal which received honourable mention for the UK Holocaust
Memorial International Design Competition in London, UK (2017) with the design team of Heneghan Peng
Architects, Sven Anderson, Gustafson Porter + Bowman, Arup and Bruce Mao Design. This competition
was organised by Malcolm Reading Consultants, and more information can be found at:
https://competitions.malcolmreading.com/holocaustmemorial/shortlist/heneghan-peng (accessed
September 27, 2021). The second was a shortlisted proposal for the National Pulse Memorial International
Design Competition in Orlando, USA (2019) with the design team of Heneghan Peng Architects, Sven
Anderson, Gustafson Porter + Bowman, Pentagram, Bartenbach and Wannemacher Jensen Architects. This
competition was organised by Dovetail Design Strategists, and more information can be found at:
https://onepulsefoundation.org/design-construction/heneghan-peng-architects-wannemacher-jensenarchitects-gustafson-porter-bowman-sven-anderson-pentagram-and-bartenbach-lichtlabor/ (accessed
September 27, 2021).
320 These subsequent design and consulting projects were developed with a range of clients, and
details are protected by non-disclosure agreements.
321 Further information on my MSCA Individual Fellowship Sound-Frameworks: Collaborative frameworks
for integrating sound within urban design and planning processes is available at:
https://cordis.europa.eu/project/id/101032632 (accessed November 8, 2021).
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Theatrum Mundi (UK) with academic partners The University of Oxford Faculty of
Music (UK) and The Sound Studies Lab at The University of Copenhagen (DK); industry
partners Ove Arup and Partners (UK) and UrbanIdentity (CH); and public sector partner
Struer Kommune (DK). Sound-Frameworks has received funding within the European
Union’s Horizon 2020 research and innovation programme under the Marie SkłodowskaCurie grant agreement No 101032632 and is the last project to be activated within the
MSCA IF Society and Enterprise (SE) panel. Sound-Frameworks will focus on the
production of three inter-related resources: A sound in practice survey; a publication on
best practice guidelines in this field; and an online tool to guide the integration of sound
in the design of the public realm. Given the continued evolution of services and
technologies related to mobile personal listening, an emphasis on such projects that draw
attention to the potential of shared, situated and spatial listening experiences (and their
role in supporting the development of the public realm) marks a crucial potential for a
variety of urban spatial practitioners to address.
Beyond these collaborative projects that have already taken place and this larger
framework that I have begun to develop, this research sets in place several models for
exploring sound in the context of urban space that can be instantiated and redeveloped
within alternative contexts in order to achieve different results. The form of artist
placement enacted through the public artwork The Manual for Acoustic Planning and
Urban Sound Design (2013–2020) can be re-enacted in a different city in another country,
or alternatively developed within the context of a transportation authority, in order to
explore further urban sonic enquiry. The Office for Common Sound (2016–) is by its very
nature an iterative project that can be redeveloped in other regional, cultural and
institutional contexts to support open, citizen-led dialogue concerning the relationship
between sonic experience and shared spaces. Future iterations of this project could serve
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as a premise to further research established models of participatory design that might
inform and substantiate this enquiry, as such an in-depth exploration of this subject lay
outside of the scope of this current research (as noted in Section 6.3). Similarly, the model
of curating diverse works (and supporting the establishment of a variety of artistic
perspectives) within outdoor public urban sound installations demonstrated by
Continuous Drift (2015–) can be extended within its current installation context in
Meeting House Square; alternatively, a similar infrastructure can be developed in another
city and with a different curator to explore how such an infrastructure can activate and
extend a new spatial and cultural context. Indeed, these models of practice are by their
nature complex and adaptable, and open to other artists and urban practitioners to
reference and extend within their own research and practice.
In order for the practices advanced in this dissertation to develop further traction
and become more integrated in city making processes, it is imperative for practitioners in
a variety of fields to identify opportunities through which urban sonic enquiries can be
embedded within higher level education curricula, particularly within courses related to
contemporary artistic practice, architecture and urban design. As discussed in Chapter 6
in reference to the second iteration of my project The Office for Common Sound at the
National College of Art and Design in Dublin (2019), open project frameworks that link
to critical courses developed to explore this context demonstrate a significant opportunity
to introduce concepts and practices related to urban sound art and urban sound design to
young practitioners.322 Ideas that are nurtured by such pedagogical frameworks take root

As discussed in Section 6.6, my opportunity to develop and teach the second-year elective module
Vibrant Forms: Reconsidering the Built Environment Through Sound within the School of Visual Culture in the
National College of Art and Design in Dublin provided a chance to explore many of the concepts outlined in
this dissertation in collaboration with a range of younger practitioners, whose curiosity and enthusiasm greatly
supported the evolution of this research.
322
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quickly and become quickly manifest within the context of emergent practices, in which
they are extended towards a variety of new opportunities, sensitivities and experiences.
As alluded to throughout this dissertation, the future of the fields of urban sound
design and acoustic planning are currently quite dependent on the progression of practices
related to the ISO soundscape standard, and to the degree to which these standardised
procedures are adopted within both academic and commercial contexts over the following
decades. More pluralistic and critical forms of urban sonic practice will certainly continue
to evolve on a more microscopic level in relation to interstitial and activist practices.
Efforts to promote these more open forms of sonic enquiry within the domain of
architecture and urban design practices will ensure that more homogenised approaches to
urban sound design and acoustic planning can be augmented by new perspectives that
critically respond to the changing dynamics of the public realm and the contemporary
cityscape.
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Appendix A: Continuous Drift
Appendix A contains reference material related to the sound installation Continuous
Drift. Section A.1 details the works commissioned for Continuous Drift for its launch in
2015. Section A.2 details works that were added to Continuous Drift for An Introduction
to Work and Energy, a new sequence of works commissioned in 2016. Section A.3 details
works that were added to Continuous Drift for Balance, a new sequence of works
commissioned in 2017. Section A.4 includes a selection of screenshots showing the
simple website used to activate the artwork. Section A.5 provides additional photographs
of the installation and its setting in the square.

A1.01 – A1.24

The original contributions included in Continuous Drift (2015)

A2.01 – A2.06

Contributions to An Introduction to Work and Energy (2016)

A3.01 – A3.06

Contributions to Balance (2017)

A4.01 – A4.15

Screenshots of the interface www.continuousdrift.com

A5.01 – A5.16

Photographs of Continuous Drift in Meeting House Square

All images in Section A.1, A.2 and A.3 are provided courtesy of the contributing artists
and Sven Anderson.
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A.1 Original Contributions to Continuous Drift

A1.01 – A1.24 detail the works commissioned for Continuous Drift for its launch in 2015.
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A1.01: Bik Van der Pol; Do One Thing at a Time.
Notes: We made Do One Thing at a Time in 2012 for Stoppage, a show curated by Liam Gillick in CCS Bard at
the Hessel Museum (NY) in which he invited several artists to make a sound work. This iteration of Gillick’s
project drew poignantly from Duchamp’s 3 Standard Stoppages. As Duchamp described the feeling of liberation
that accompanied the gesture of his seminal work, he claimed: “When you tap something, you don’t always
recognize the sound.” This quote served as a prompt for the collection of sound works that were included in
Stoppage. The sentences of Do One Thing at a Time are derived from / loosely based on essential Zen rules. The
work was produced following our instructions, according to a script written by us. The instructions were:
needed: a good quiet and clear voice / record this in a recording studio / so there will not be other sounds /
open the metronome on your computer / http://simple.bestmetronome.com / put it on 60 / volume all up
/ turn the little button on the right / start reading the score / quiet, tempo in pace with the metronome /
count the seconds between each sentence / ……8 / next / ………….13 / next / ………………………21
/ next / …………………………………..34 / next / …..etc. / duration: circa 60 minutes / then loop.
Artist: Liesbeth Bik (born 1959) and Jos van der Pol (born 1961) have been working together as Bik Van der
Pol since 1994. Their multi-layered practice is concerned with the knowledge-production potentials of art and
research, and they seek to create platforms for communication and exchange in their projects. Bik Van der
Pol often work on location, use, reuse and reactivate the work of others — be they from the world of art,
journalism, media or history — and confront the visitors with situations in which they themselves have the
last word.
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A1.02: David Blamey; Bucolic Drum.
Notes: Contact mic field recordings arranged as drum sequences, plus a recording of a local musician playing
a traditional tone block and striker, laid over bits of the dawn chorus in Cotigao forest on the Karnataka/Goa
border. Made in India. Artist: David Blamey is a London-based artist, proprietor of the imprint Open
Editions and an occasional curator and writer. In addition to installations, his work embraces photography,
drawing, the written word, publishing, sculpture and sound. He has said of his practice: “I like the idea that
the distance between the art world and the real world can be almost nothing. Framing, adjusting, assisting,
promoting, looking at, thinking-about, and reassessing what’s already there – that is my work”. To this end,
his activities are positioned consciously within a range of public situations, both inside and beyond the art
gallery. The Wire described his recent O.K. release as “something quite strange, creepy and good”.
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A1.03: David Blamey; O.K.
Notes: This sound piece evolved from an ink drawing made in India that simply states: “O.K.” The banality
of the word would seem to offer little in the way of musical promise, yet when repeated over time our
awareness becomes drawn to subtle inflections within its minimal neutrality. In due course any meaning that
the expression may have once held is lost and something else transpires. With references to club culture,
meditation tapes and conceptual art, this project serves as a droll mantra for uncertain times. Artist: David
Blamey is a London-based artist, proprietor of the imprint Open Editions and an occasional curator and
writer. In addition to installations, his work embraces photography, drawing, the written word, publishing,
sculpture and sound. He has said of his practice: “I like the idea that the distance between the art world and
the real world can be almost nothing. Framing, adjusting, assisting, promoting, looking at, thinking-about, and
reassessing what’s already there – that is my work”. To this end, his activities are positioned consciously
within a range of public situations, both inside and beyond the art gallery. The Wire described his recent O.K.
release as “something quite strange, creepy and good”.
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A1.04: Karl Burke; Arrangements.
Notes: Arrangements is a four-channel sound work, which uses the sound of the piano as its source audio
material. This piece was conceived of in response to the particular architectural and spatial qualities of
Meeting House Square. Over the course of fifteen minutes, the piece wanders around the speaker system, the
sound of each key playing through an individual speaker. This loose musicality is punctuated by a form of
harmonic meeting where the sounds are layered in a more concrete way. This peak and trough, push and pull,
expands and shrinks the space – almost like a pulse. Artist: Karl Burke (b. Sligo, Ireland, 1974) is a visual
artist who lives and works in Dublin. He graduated with a diploma in Fine Art followed by a degree in
interactive multimedia from the Institute of Art, Design and Technology, Dun Laoghaire. Recent shows
include The centre for dying on stage # 1 (Project Arts Centre, Dublin), and The Air They Capture is Different (The
MAC, Belfast). Other shows include The empty set (Maria Stenfors, London), Into the Light (Hugh Lane,
Dublin), Time Out of Mind (Irish Museum of Modern art, Dublin), and the solo show Taking a Line (Leitrim
Sculpture Centre, Manorhamilton). He has also shown in a number of galleries and institutions
internationally, including a residency and exhibition in the Mattress Factory in Pittsburgh in 2010. Burke also
produces music under the name Karl Him and has produced a number of soundtracks for theatre and film.
His music has also appeared on the Irish films What we leave in our wake and Silence by Pat Collins.
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A1.05: Taylor Deupree; Northern.
Notes: The inspiration behind Northern (including its music, title and photography) comes from Deupree’s
relocation from the heart of urban activity in Brooklyn to the tranquillity of the forest in upstate New York.
Inspired by nature and the winter during which it was created, Northern, like much of his recent work,
explores Deupree’s interest in stillness and a slowed sense of time. Through quiet textures, subtle movements,
faint loops and echoes, it was his goal to create the type of music that comes naturally to him while also
highlighting the input from his dramatic new surroundings. Deupree’s earthbound ideas in the album are
rooted in his choice of sounds and studio practices. A careful balance is kept through the layering of synthetic
source tones of basic waveforms and long, drawn-out, fragile swells. Northern is melodic, warm and
introspective, forming a bed of sound that is simultaneously quiet and noisy, structured and unsettled,
looping and chaotic. Artist: Taylor Deupree is an accomplished sound artist whose recordings, rich with
abstract atmospherics, have appeared on numerous record labels, as well as in site-specific installations at
such institutions as the ICC (Tokyo, Japan) and the Yamaguchi Center for Arts and Media (Yamaguchi,
Japan). Though there is an aura of insularity to Deupree’s work, he is a prolific collaborator, having
collaborated with the likes of Ryuichi Sakamoto, David Sylvian, Stephan Mathieu, Stephen Vitiello,
Christopher Willits, Kenneth Kirschner, Frank Bretschneider, Richard Chartier, Savvas Ysatis, Tetsu Inoue
and others. Deupree dedicates as much time to other people’s music as he does to his own. In 1997 he
founded the record label 12k, which since then has released over 100 recordings by some of the most
accomplished musicians and modern sound artists of our time.
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A1.06: FM3; Buddha Machine 4.
Notes: The Buddha Machine is a small plastic box that plays meditative music. It was designed and created by
the Beijing-based duo of Christiaan Virant and Zhang Jian, who perform under the band name FM3. The five
sounds here are a selection of relaxing, ambient loops from Buddha Machine 4, released in 2012. Artist: In
addition to the Buddha Machine, FM3 creates music for film, television, multi-media art exhibits and has an
extensive discography on various labels around the world. FM3 has been called “the most prominent
experimental act in China” by US magazine Grooves. The first-generation FM3 Buddha Machine loop player
was named one of the best “boxed sets” of 2005 by the New York Times.
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A1.07: Russell Hart; Guitars, Planets and Other Noises.
Notes: Through presenting a series of noises and recordings I am making a further attempt to reach an
understanding of the many disparate, wondrous, beautiful, ugly, relevant, irrelevant sounds that reach my ears
each day. Naturally this process is going to leave me more confused and confounded than I was in the first
place but of course that doesn’t matter. Artist: Russell Hart studied drawing and painting at Edinburgh
College of Art before moving to Belfast to complete an MFA in Fine Art. In 2008 he received an MA in
Visual Arts from IADT in Dublin. In 2007 Hart established economicthought; work created by
economicthought includes live audio performances and presentations, instrument design and manufacture,
artworks, exhibitions, a series of audio pressings on both vinyl and Compact Disc, poster design and an
independent record label that focuses on collaborative processes. Recent exhibitions include Light Rhythms
(Irish Museum Of Modern Art) Ached Grew Print Jot (the Drawing Room Dublin), Timecoloured Place (Oonagh
Young Gallery, Dublin), DAS SPLINTER (Galway Arts Centre, Ireland), What Happens Next Is A Secret (Irish
Museum Of Modern Art, Dublin), economicthoughtprojects (ArdBia Gallery, Berlin), Yes Way (Music Festival,
Peckham, London) and an upcoming exhibition in The Five Years Gallery, London. Recently a number of his
audio projects were featured on WFMU (America’s longest running freeform radio station).
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A1.08: Slavek Kwi; Afrifton.
Notes: Afridawn – Daytime, (recorded early morning 24.11.2013 – dawn chorus; cicadas and various birds).
Afrinocti – Night-time, (recorded overnight 24-25.11.2013 – frogs, cicadas, nocturnal birds and bats). Recorded
and constructed by Slavek Kwi aka Artificial Memory Trace.
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A1.09: Brandon LaBelle; For a Creole Imaginary.
Notes: The one who is full of imagination; the one who is on the move; the one who crosses lines, bridges
gaps, is lost in the crowd; the one who migrates; the one who searches for connection; the one who misspeaks and mis-hears; the one who dreams of palm trees, apple pie, rum and wine; the one with a restless
tongue; the one that is always already elsewhere; the one who transverses and interjects; the one from the
other side of the tracks; the one who creates a new home, here and there. Artist: Brandon LaBelle is an artist
and writer working with sound culture, voice, and questions of agency. He develops and presents artistic
projects and performances within a range of international contexts, often working collaboratively and in
public. Recent projects include Civic Center, La Casa Encendida, Madrid, Sixth Housing Estate, South London
Gallery, London, and Hobo College, Marrakech Biennial parallel project. His previous books, Background Noise:
Perspectives on Sound Art (2006) and Acoustic Territories: Sound Culture and Everyday Life (2010) are also published
by Bloomsbury. He is the editor of Errant Bodies Press and Professor at the Bergen Academy of Art and
Design, Norway.

324

A1.10: Mattin; Electronic Funds Transfer.
Artist: Mattin is an artist from Basque Country associated with laptop improvisation and noise. Mattin’s
exploration of sound is rooted in contrast, testing the oppositions between noise and silence, between
extreme high and low volumes, and between the digital and physical sounds of the computer. Mattin uses the
laptop primarily to create simple and powerful feedback, but also uses improv and fluxus-like techniques,
scraping and sawing the case of his laptop with a small metal file, physically attacking the computer,
sometimes leaving the machine switched off, other times using just the hard drive to produce noise, or the
CD-writer. He has recently developed an interest in the use of free software for improvisation, particularly for
the egalitarian, co-operative approaches it engenders. He is also a theorist, and has written extensively about
improvisation, free software and Anti-copyright. He runs the experimental record label W.M.O./r, and the
netlabel Desetxea. Mattin has released over 40 CDs on labels around the world, many of which he published
under the no-licence of Anti-copyright.
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A1.11: Danny McCarthy; The Great Listen(in)g.
Notes: The Butterfly Wing Section (Part XXVII). This is a very quiet piece incorporating the artist’s practice of
listening. It invites listeners to listen to the smaller sounds of the square. There are thousands of little noises
taking place in the silence. Each silence is a symphony of silences. Artist: Danny McCarthy has pioneered
both performance art and sound art in Ireland and continues to be a leading exponent exhibiting and
performing both in his homeland and abroad. He is a founding director of Triskel Arts Centre and of the
National Sculpture Factory and is a director the Sirius Arts Centre Cobh as well as curating numerous
exhibitions and projects including Sound Out (with David Toop), Bend It Like Beckett, Sonic Vigil, Just Listen plus
many more. In 2006 he founded The Quiet Club (with Mick O Shea) a floating membership sound (art and
electronics) performance group and has performed and presented works all over Ireland and also Europe,
China, Japan, USA and Canada.
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A1.12: Danny McCarthy; Step by Step by Step.
Notes: This work is comprised of field recordings made many years ago when the nearby building Crown
Alley operated as a Step By Step telephone exchange. Step By Step was an analogue type of telephone system
where all the equipment was mechanical and created sound. Depending on the time of the day, the sound
varied from loud when busy with business etc. during the day to quieter late at night. The sound came from
the open windows of the building and filled the surrounding streets. It became the sound mark for the area,
so thirty to forty years ago you could sit and listen to this in real time near where you are now. Artist: Danny
McCarthy has pioneered both performance art and sound art in Ireland and continues to be a leading
exponent exhibiting and performing both in his homeland and abroad. He is a founding director of Triskel
Arts Centre and of the National Sculpture Factory and is a director the Sirius Arts Centre Cobh as well as
curating numerous exhibitions and projects including Sound Out (with David Toop), Bend It Like Beckett, Sonic
Vigil, Just Listen plus many more. In 2006 he founded The Quiet Club (with Mick O Shea) a floating
membership sound (art and electronics) performance group and has performed and presented works all over
Ireland and also Europe, China, Japan, USA and Canada.
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A1.13: Dennis McNulty; HTTP://ALPHA60.INFO.
Notes: September 19th, 2004. We rented a PA system from a local hire company. Our friend Renato brokered
the deal. It arrived in a van with two guys and we asked them to set it up along one side of the pool, at the
foot of the stepped concrete slope. On the opposite side, about halfway up, I connected some wires to my
computer and sat it on a table. One of the sound hire guys ran two long cables downhill from me, extending
them back around the water’s edge to the PA amp. Then the fader goes up and the concrete parabolas are
inflated with Mike Love’s voice, cut up, slowed down and rolling backwards. Al and Bruce and the Wilsons
join in on harmonies, singing That’s not me. It’s acapella and digitally bent out of shape and it sounds totally
unreal. We all breathe a deep sigh of relief. A small crowd slowly arrive a little later on, sprawling themselves
out across the bleachers behind me. We’re all pointed in the same direction, looking at the empty double of
our seating structure, at the skyline tower lights, just about visible through the arching window across the
water, and at the grain of the building, which somehow seems older and less sure of itself at night-time. I play
a duet with the super-saturated acoustics. We bat The Beach Boys about between us. Fluorescent lights buzz
like mad, distance rounding their treble. I break up acapella phrases, making gaps so we can hear Ícaro de
Castro Mello’s geometries respond in the present, and in the midst of this rising and falling, The Beach Boys
sing about cities and desire, about the tidal wave of migration that erased the countryside surrounding this
compound to make a metropolis. http://alpha60.info was Dennis McNulty’s project at the São Paulo Bienal in
2004. Artist: Dennis McNulty’s work is generated through an investigation of embodied knowledge in
relation to other forms of knowledge, often in the context of the built environment. Beginning with detailed
research of various kinds, and informed by his studies in psychoacoustics, the works often take hybrid forms,
drawing on aspects of cinema, sculpture, sound and performance.
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A1.14: Garrett Phelan; At What Point Will Common Sense Prevail (Archive).
Notes: At What Point Will Common Sense Prevail marked the second phase of a series of projects by Garrett
Phelan exploring the “formation of opinion”, particularly manifested through independent FM radio
transmission projects, drawing, video, photography and web-based projects in both art gallery and public
environments. The At What Point Will Common Sense Prevail – Archive explores the personal, subjective
assimilations of information, and the ways that society creates its values and notions of “common sense”.
Phelan approaches these complex subjects, touching on different disciplines such as Psychology, Politics,
Ethics and Philosophy. Phelan generated a script for each of the 26 sound pieces by instigating and
contributing to online forums in 2007, ranging from forums on physics to forums on religion. Instigating
topics such as “Commitment to truth”, “Youth isn’t a defence” or “Change is our only Commonality”, the
subsequent responses and discussions were later edited into scripts. Half of these scripts were then translated
into different languages such as French, Chinese, Kirundi etc. Recordings were then made of native speakers
reading the script in their own language situated in Cork City. Based on these initial recordings, each
participant was recorded a second time listening to their own voice in the first recording, repeating the words
in real time. The result of this elaborate process was 26 “regurgitated monologues”. Artist: Garrett Phelan (b.
1965, Dublin), has developed a distinctive visual language & mode of engagement, through ambitious, sitespecific projects that include independent FM radio broadcasts, sculptural installations, video, photography
and animation.
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A1.15: Sarah Pierce; Birdcalls.
Notes: After Louise Lawler. KEVIN ATHERTON SVEN ANDERSON DAVID BEATTIE KARL
BURKE GERARD BYRNE JOHN BYRNE OISIN BYRNE DECLAN CLARKE OLIVER
COMERFORD GARY COYLE DAVID EAGER MAHER BRIAN FAY FERGUS FEEHILY
AURELIEN FROMENT MARK GARRY DAVID GODBOLD JAMES HANLEY MARTIN HEALY
ASTUSHI KAGA SAM KEOGH STEPHEN LOUGHMAN RONAN MCCREA PAUL MCKINLEY
DENNIS MCNULTY CIARAN MURPHY PHILLIP NAPIER SEAMUS NOLAN LIAM
O’CALLAGHAN MARK O’KELLY ALAN PHELAN GARRETT PHELAN JIM RICKS WALKER &
WALKER LEE WELCH FRANK WASSER. Artist: Sarah Pierce lives and works in Dublin, Ireland. Since
2003, she has used the term The Metropolitan Complex to describe her project. Despite its institutional
resonance, this title does not signify an organization. Instead, it demonstrates Pierce’s broad understanding of
cultural work, articulated through working methods that often open up to the personal and the incidental.
Characterized as a way to play with a shared neuroses of place (read ‘complex’ in the Freudian sense),
whether a specific locality or a wider set of circumstances that frame interaction, her activity considers forms
of gathering, both historical examples and those she initiates. The processes of research and presentation that
Pierce undertakes highlight a continual renegotiation of the terms for making art: the potential for dissent and
self-determination, the slippages between individual work and institution, and the proximity of past artworks.
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A1.16: Raqs Media Collective; Countdown 2014.
Notes: Some years ago, when automobile workers undid an occupation of their factory by the management in
the outskirts of Delhi, one of them said, “It was as if we were seeing each other for the first time”. This work
turns these exact words, through repetition, into a series of echoing utterances that maps the way in which
people all over the world found (and keep finding) the gift of solidarity and discovered the delight of mutual
recognition, from Tehran to Tahrir and beyond. Spoken thus, this could be the countdown to a changing
world. Artist: The Raqs Media Collective enjoys playing a plurality of roles, often appearing as artists,
occasionally as curators, sometimes as philosophical agent provocateurs. They make contemporary art, have
made films, curated exhibitions, edited books, staged events, collaborated with architects, computer
programmers, writers and theatre directors and have founded processes that have left deep impacts on
contemporary culture in India. Raqs follows its self-declared imperative of ‘kinetic contemplation’ to produce
a trajectory that is restless in terms of the forms and methods that it deploys even as it achieves a consistency
of speculative procedures. Raqs was founded in 1992 by Jeebesh Bagchi, Monica Narula and Shuddhabrata
Sengupta. Raqs remains closely involved with the Sarai program at the Centre for the Study of Developing
Societies, an initiative they co-founded in 2000.

331

A1.17: Steve Roden; Long Songs for Small Planes.
Notes: A series of field recordings from four locations, each has also been modified via shifts in speed,
fragmentation, collage and shifts in volume. The idea is to use the sounds of existing landscapes (that I have
visited) to be used to create new landscapes. Artist: Steve Roden is a visual and sound artist living in Pasadena
California. His works include painting, drawing, collage, video/film, writing, sound recording and
performance. He began making music in the Los Angeles punk band Seditionaries in the late 1970’s. Since
then, his work has become progressively quieter – as a response to the noise one encounters in just about
every landscape – manufactured or natural. Roden’s works have been presented at various museums and
festivals worldwide.
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A1.18: Dawn Scarfe; Canopy.
Notes: Complementing the organic form of the ‘bulrush’ umbrellas, this piece uses sounds from a forest
canopy. The shifting sonic texture evokes the detail of leaves blowing in the wind as well as more diffuse
gusts in distant tree-tops. The porous structure of the sound alternately masks and reveals the ambient sound
of the square. Artist: Dawn Scarfe has recently been sleeping in the woods as ‘Embedded’ Artist in Residence
with The Forestry Commission England and Sound and Music.
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A1.19: Dawn Scarfe; Do You Hear What I Hear?
Notes: A haunting Aeolian sound collected by eight acoustic glass filters placed at the side of a busy road.
Each spherical filter or ‘listening glass’ was tuned to a particular musical note and can be used to seek out
unlikely musical detail in the sound of urban streets. This piece was originally presented in the TONSPUR
passageway in Vienna in November 2010. Artist: Dawn Scarfe has recently been sleeping in the woods as
‘Embedded’ Artist in Residence with The Forestry Commission England and Sound and Music.
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A1.20: Jed Speare; Inter-Alia.
Notes: As a young boy, and even now, I experienced sounds and music as visceral environments, while at the
same time seeing them in my mind’s eye as architectural planes. I am mentioning this because, inter alia, I can
imagine now that these planes also float and change together, forming waves: from massive waves of
turbulence and vibrations, to smaller gestures here, saying hello and goodbye. My work is exclusively derived
from field/location recordings that are often edited, manipulated, and transformed well beyond their original
sound and context, and often even beyond my memory of the original still. In this process, these kinds of
sounds invite their own continuous drift as they emerge out of the recording and into the transformative and
combinatory phases, often with long gestation periods and desultory stances. They pool like eels on the ocean
floor and move about slowly, as they wish, in the dark knowledge of their depths until they discover their
chains of affinities and move closer to them, eventually finding them. Artist: Jed Speare is a multidisciplinary
artist who has presented sound art and multimedia internationally for over thirty years. He studied at the
Sonic Research Studio of the World Soundscape Project in Vancouver in 1978 and is the creator of Cable Car
Soundscapes (1982) on Smithsonian Folkways Records and Sound Works 1982-1987 (2008) on the Family
Vineyard label. He has an extensive background working in other media such as video, experimental theater
and performance art, public projects, choreography, electronic imaging, and writing. He is a founding
member of the New England Phonographers Union and is on the Board of the American Society for
Acoustic Ecology. He has been a member of the Mobius Artists Group since 1995 and served as Director of
Mobius and another Boston alternative arts space, Studio Soto, for a combined twenty years.
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A1.21: Stalker/ON (Osservatorio Nomade); A traverso i territori attuali.
Notes: The sound follows, runs, comes back, descends, rises, breathes. It’s a language of feel and sensibility
of movements. Artist: Stalker/ON (Osservatorio Nomade) is a collective subject, found in 1995, that engages
research and actions within the landscape with particular attention to the areas around the city’s margins and
forgotten urban space, and abandoned areas or regions under transformation that are referred to here as
Actual Territories. Stalker promotes interventions based on the spatial practices of exploration, listening,
relation and on creative interactions with the environment, its inhabitants and their ‘archives of memories’.
These processes aim to generate social and environmental relations that are self-organised and evolve over
time. The sensitive and dynamic mapping of territories and communities generated through these processes
remains easy to access. These interventions promote knowledge sharing, collaborative projects and raise the
awareness of communities towards their territory and their cultural environment in search of new practices,
poetics and politics of coexistence in the emerging beyond-city dimension for a possible social change.
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A1.22: Wolfgang Voigt; ZUKUNFT OHNE MENSCHEN (WORLD WITHOUT PEOPLE).
Notes: On the occasion of its 20th anniversary in 2013, the Cologne-based music label Kompakt was invited
to contribute to the art fair, Art Cologne. For this event, Wolfgang Voigt designed a sound installation
situated in the entrance area of the fair. In line with the cool steel and glass architecture, the abstract minimal
machine-music flowed out of the manually operated arpeggiator. The music sounds as if produced by a
random generator, but it is actually made by hand. This sound installation was a component of a multimedia
concept set up in ten parts, composed of music, videos, and digital painting, and titled ZUKUNFT OHNE
MENSCHEN (WORLD WITHOUT PEOPLE). The title alludes to a TV docu-fiction, which fantasises (in
a not entirely serious manner) about the planet’s future following the disappearance of mankind. Voigt
published a book (with an accompanying audio CD) documenting Z.O.M. via Profan, a sub-label of
Kompakt, in September 2013. The installation Continuous Drift features a selection of four pieces from this
release. Artist: Wolfgang Voigt, born in 1961 in Cologne, Germany, is an artist, music producer, label owner
and one of the co-founders of the Cologne-based electronica and techno label Kompakt. Grown up and
socialized on the pop sub-culture of the 1970s and 1980s, Voigt has developed his own art and sound that
cross genres, mixing music styles such as glam rock, pop, jazz, classic, punk, and new wave, and art
movements such as pop art and the Neue Wilde (the ‘New Wild Ones’). In the late 1980s, he caught acid
house fever, and since then Voigt has committed himself uncompromisingly to the straight (techno music)
bass drum. Inspired by the minimalist structures of this music, Voigt works around the most diverse facets of
his own ideas of subversive concept disco music. Working under many different project names and
pseudonyms (e.g. Mike Ink, Studio1, M:I:5, GAS, Love Inc., Freiland, Wassermann…), Voigt has continually
varied his own unmistakable music style from the onset of 1990s, spanning the spectrum from creating
experimental and unusual hybrids by combining elements of techno with German Schlager and folk music, to
pioneering, austere minimalistic concept techno series.
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A1.23: Mark Peter Wright; Can You Hear Me?
Notes: Assembled from recordings of laptops, mobile phones and hand-held smart devices, Can You Hear
Me? explores the effort to hear and be heard amongst everyday technological noise. With voice recordings by:
Ximena Alarcón, Tanya Boyarkina, Antoine Bertin, John Kannenberg, Iris Garrelfs, Jonas Gustafsson, Artur
M. Vidal and Maria Papadomanolaki. Artist: Mark Peter Wright is an artist-researcher working across sound,
video, assemblage, text and performance. His practice critically explores the relationship between humans,
animals, environments and their associated technologies of ‘capture’.
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A1.24: Miki Yui; Clouds and Tails.
Notes: Four sound files are in two groups, clouds and tails. They are made as loops. Clouds – Sink into mass
of sounds floating, enclosing surrounding sound. Tails – short sounds with long pauses, open to the
surrounding sounds. Artist: Miki Yui was born in Tokyo, Japan and currently resides in Duesseldorf,
Germany, presenting her work in galleries, on CD, and as soundtracks to theatre/dance performance and film
productions.
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A.2 Contributions to An Introduction to Work and Energy

A2.01 – A2.06 detail works that were added to Continuous Drift for An Introduction to
Work and Energy, a new sequence of works commissioned in 2016.
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A2.01: Gerard Byrne; Imperial (Again).
Notes: Imperial (Again) is an excerpted, disembodied audio cut from a dramatic experiment Byrne produced in
New York in 1998, with the help of film-maker friends Michael McDonagh and Siofra Campbell. Two actors
re-enact a dialogue lifted directly from a three-page advertorial from the November 1980 issue of National
Geographic Magazine, for the 1981 Chrysler Imperial. Byrne had the actors filmed performing the text, with
stumbles, missed lines, and repeats all represented in unblinking scrutiny. Artist: Gerard Byrne (b. 1969) is a
visual artist working with photographic, video, and live art. In 2007 he represented Ireland in the Venice
Biennale. Other major presentations of his work at international biennials include the biennales of Gwangju
and Sydney in 2008, Lyon in 2007, the Tate Triennial in 2006, and the Istanbul Biennale in 2003. Solo
exhibitions of his work have been presented at the ICA Boston and the Statens Museum for Kunst,
Copenhagen (both 2008), Dusseldorf Kunstverein, the Charles H. Scott Gallery, Vancouver (2007), the
Frankfurter Kunstverein (2003) and at the Douglas Hyde Gallery, Dublin (2002). In 2006 he was a recipient
of the Paul Hamlyn award. He is represented in London by Lisson Gallery and in Stockholm by Galerie
Nordenhake.
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A2.02: Josefin Lindebrink; Steelworks.
Notes: Installation / Binaural and multi-channel field recordings. In April 2014, Lindebrink was allowed
access to one of Sweden’s largest steel-manufacturing factories. The factory operates 24 hours a day and
employs over 2000 people. Several elements of production are gathered in a single, vast space, extending as
far as the eye can see. Large steel plates travel from one station to the next, each responsible for a part of the
process. Some of these processes give rise to deafening sound levels, and communication is only possible
within monitoring stations where workers spend the majority of their time. Steelworks was recorded during
one of the factory’s breakdowns (translated from the Swedish term haveri). Despite the dramatic term, these
breakdowns occur frequently. Because it is a production line, one malfunctioning station results in most
major processes being temporarily shut down. Only a few functions persevere, such as cutting plate edges and
transporting plates by magnetic carriers from one line to another. This breakdown allowed the capture of
both nearby, physical sounds and softer sounds emanating across large distances. Artist: Josefin Lindebrink is
a sound artist, acoustician, and independent researcher primarily focused on perceptual studies of acoustic
environments. Through acoustic modelling (auralization), spatialized sound composition, and field recording,
her work explores the connections between auditory sensation and the experience of space. Her work has
been presented at the CMRC 35th Anniversary, Athens; Uferstudios, Berlin; MMHL Artefact, Leuven;
Fylkingen, Stockholm; Acentech, Boston, US and Laboratorio Sensorial, Guadalajara.
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A2.03: Francisco López; Heitsi-Eibib-Rec.
Notes: Heitsi-Eibib-Rec [16:46]: Original environmental sound matter recorded worldwide between 2003 and
2007. Created in 2012. Remastered at Mobile Messor (Den Haag), March 2016. (c) Francisco López 2012,
2016. Artist: Francisco López is internationally recognized as one of the main figures on the stage of sound
art and experimental music. His experience in the field of sound creation and work with environmental
recordings covers a period of more than thirty-five years, during which he has developed an impressive sound
universe that is completely personal and iconoclastic and based on profound listening to the world. He has
realized hundreds of sound installations, projects with field recordings, and concerts/performances in seventy
countries, including the main international concert halls, museums, galleries and festivals, such as: National
Music Auditorium (Madrid), PS1 Contemporary Art Center (New York), Museum of Modern Art (Paris),
International Film Festival (Rotterdam), Festival des Arts (Brussels), EMPAC (Troy, USA), Darwin Fringe
(Darwin, Australia), Institute of Contemporary Art (London), Museum of Modern Art of Buenos Aires,
Museum of Contemporary Art of Barcelona, Center of Contemporary Art (Kita-Kyushu, Japan), National
Museum Reina Sofía (Madrid), Spanish Pavilion of the International Expo Zaragoza (Spain), etc. His
extensive catalogue of sound pieces (with live and studio collaborations with more than 150 international
artists) has been released by more than 350 recording labels / publishers all over the world. He has been
awarded four times with honorary mentions at the competition of Ars Electronica Festival (Austria) and is
the recipient of the Qwartz Award 2010 (France) for best sound anthology.
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A2.04: Haroon Mirza; 50 Locked Grooves.
Notes: In January 2016, the UK techno label Poly Kicks released 50 Locked Grooves featuring tracks made by
Haroon Mirza using his own custom 12″s created from glass, cardboard, sellotape and other household items.
The double pack, which contained two identical 12″s, is comprised of the recorded and processed versions of
Mirza’s loops, and according to the label are “designed to be played together.” For Continuous Drift / An
Introduction to Work and Energy, the 50 locked grooves from the Poly Kicks release are reassembled every time
the work is triggered in Meeting House Square. A randomly chosen locked groove is assigned to each of the
four speaker locations. Because the grooves are each 1.8 seconds long (the time it takes for a single revolution
of a vinyl LP playing at the standard 33 1/3 RPM), these four-groove assemblages pursue a relentlessly stable
syncopation. After a minute of playback, a new set of grooves is introduced, forcing a quadrophonic
transition that can be explored by moving through the square. The gesture fades to silence within another 60
seconds. Artist: Haroon Mirza has won international acclaim for installations that test the interplay and
friction between sound and light waves and electric current. He devises kinetic sculptures, performances and
immersive installations, such as The National Apavillion of Then and Now (2011) – an anechoic chamber with a
circle of light that grows brighter in response to increasing drone, and completely dark when there is silence.
An advocate of interference (in the sense of electro-acoustic or radio disruption), he creates situations that
purposefully cross wires. He describes his role as a composer, manipulating electricity, a live, invisible and
volatile phenomenon, to make it dance to a different tune and calling on instruments as varied as household
electronics, vinyl and turntables, LEDs, furniture, video footage and existing artworks to behave differently.
Processes are left exposed, and sounds occupy space in an unruly way, testing codes of conduct and charging
the atmosphere.
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A2.05: Arnont Nongyao & the Chiang Mai Collective; Super Sound on Dream Street and Destroy Roadmap of Ants.
Notes: This piece was developed from a soundwalking activity with Thatchatham Silsupan and the Chiang
Mai Collective (CMC). We were recording along the streets of Chiang Mai after 6:00 PM, and we found birdsounds occupying a trafﬁc jam, changing the space and the feeling of people on the street forever. Artist:
Arnont Nongyao (1979) is a sound artist whose work concentrates on vibration. His practice investigates
different means of searching for the value of vibration derived from connected things, such as human beings,
objects and society. His works involve specific spaces and moments of audience participation. They are
connected with the mode of listening and hearing in various social situations, and with how people interact
with and participate in sound. Working with Thatchatham Silsupan, he co-directs the Chiang Mai Collective
(CMC) – a group of sound artists and musicians working with sound art and experimental music in
Chiangmai. Selected exhibitions include: 16th Media Art Biennale WRO (2015); Test Exposure, Wroclaw,
Poland (2015); Tokyo Experimental Festival Vol.10, Tokyo, Japan (2015); TRANCE at Gallery VER,
Bangkok, Thailand (2014); Imaginarium, (Water Cave) at Faculty of Fine Arts, Chiang Mai University, Chiang
Mai, Thailand (2012); Duration at Bangkok Art and Cultural Centre, Bangkok, Thailand (2014); From Wat to
Wat: The Vertical Perception at Soi Wat Umong, Chiang Mai, Thailand (2014); and PROXIMITY, part of
inSPIRACJE International at 13 MUZ, Szczecin, Poland (2014).
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A2.06: Minoru Sato; Interference Tone # 1: Ratios from Seven Sixths to Eight Sevenths.
Notes: This piece explores a sonic phenomenon called Tartini Tones or Combination Tones. This phenomenon
has discreet physical dimensions but also emerges as psychological effects. You may have heard about this
before as ‘additional tones that are artificially perceived when two real tones are sounded at the same time’.
For Continuous Drift / An Introduction to Work and Energy, I have produced a stereo piece, which consists of five
parts. Part 1, 3, 5: One channel is mostly a constant sound very similar to a single tone, but generated as one
of the specific resonances of a glass bottle. The other tone is a sine wave, whose frequency varies as a subtle
sweep up-and-down or vice-versa. You can hear the third phantom tone emerge as interference between
these sounds. Part 2, 4: An unstable sound utilizing one of the higher resonances of the glass bottle was
recorded in stereo. Single sweeping tones (sine waves) are recorded on each separate channel and mixed with
the resonance of the bottle. You can hear the third and even the fourth phantom tones again, as interference
between these sounds. The phantom sound appears differently depending on the location where you are
hearing these sounds. You can enjoy the sound variations by moving and walking around the square. Artist:
Minoru Sato (m/s) was born in 1963 and lives and works in Japan. He is interested in the relationship
between the description of nature and artistic representation, creating artworks as physical phenomena
presented with various concepts. His creative activities emerge in the form of installations, multiples,
performances, and texts. He ran the label WrK from 1994 until 2006. He produces music as a solo artist, in a
collaboration project with ASUNA, and in the band IL GRANDE SILENZIO. Alongside these activities, he
curates contemporary art exhibitions and events. Recent exhibitions and presentations of his work include:
2015 FON festival / yo no bi tour#1, Barrow in Furness UK; 2015 Audiograft, Oxford UK; 2014 Solo
exhibition, Milano Italy; 2014 Electric Spring, Huddersfield UK; 2013 ISEA, Sydney Australia.
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A.3 Contributions to Balance

A3.01 – A3.06 detail works that were added to Continuous Drift for Balance, a new
sequence of works commissioned in 2017.

347

A3.01: Peter Cusack; Baikal Ice.
Notes: Lake Baikal – the pearl of Siberia – is uniquely special and beautiful place. Crystal clear and
surrounded by mountains, it is the world’s oldest and deepest lake and holds one fifth of the planet’s fresh
water within its 600-kilometre length. Its ecology includes many plants and animals found nowhere else on
earth. The climate is extreme and in winter months the lake is covered by over a metre of ice strong enough
to bear heavy trucks and, on one occasion, a complete railway. The ice can be so transparent that people
suffer vertigo when looking through it into the depths. I have long wanted to visit lake Baikal, but final
decided to do so after chancing upon a brief internet reference to the mysterious ice sounds to be heard from
autumn to spring. My trip to the lake’s more accessible southern tip took place in April/May 2003,
specifically to record the sounds of the springtime ice break-up. When melting the thick ice splits vertically
into long icicles, which remain packed together in flows. At the edge they fall, sometimes as mini cascades,
into the water and float in millions on the surface. The wind and waves jostle them together creating a
wonderful sound that is so characteristic of the place and the time of year. The tracks played here are
underwater recordings of two ice flows splitting apart. As the gap between them widens the icicles loosen and
cascade into the water. Artist: Peter Cusack is a field recordist, musician and sound artist with a long interest
in the sound environment, based in Berlin and London. In 1998 he started The Favourite Sounds Project that
explores what people find positive about the soundscapes of the cities – London, Beijing, Chicago, Prague,
Manchester and Berlin – where they live. His project Sounds from Dangerous Places (described as sonic
journalism) investigates soundscapes at sites of major environmental damage including the Chernobyl
exclusion zone, the Caspian Oil Fields, and, currently, the Aral Sea. During 2011/12 he was a DAAD artistin-residence in Berlin and initiated the Berlin Sonic Places project to consider the relationship between
soundscape and urban development.
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A3.02: Mortiz Fehr; Overhead.
Notes: Overhead consists of five audio scenes recorded in the Mojave Desert. Each scene is a multichannel
location recording that has been infused with technically amplified (and otherwise inaudible) sounds of
infrastructure present in place. These sounds include power lines, barbed wire fences and shortwave radio
communication. The piece deals with the idea of listening to the landscape vertically, of layering sound
traveling high up through the air, sound originating from man-made structures like fences that section the
vast area, and the sonic presence of the land itself, recorded on ground level. Artist: Moritz Fehr (based in
Berlin) works in sound art and experimental film. His projects investigate the nature of sound in terms of
metaphorical presence and spatial implications.
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A3.03: Marco Fusinato; Default Import.
Notes: The entire content of my iTunes is made up of WAV files from solo guitar/distortion recordings that
have ended there by default when importing from the soundcard into the DAW. The track listings make no
sense as they are imported in code; a mess of live recordings, studio out-takes, incomplete sessions and other
abandoned disasters. This track is a random grab of material from the default import. Artist: Marco Fusinato
is a contemporary artist and musician whose work has taken the form of installation, photographic
reproduction, performance and recording. His overall aesthetic project combines allegorical appropriation
with an interest in the intensity of a gesture or event. His work has been presented in many exhibitions,
including All the World’s Futures, the 56th International Art Exhibition of the Venice Biennale, 2015; Soundings:
A Contemporary Score, the first ever exhibition of sound at the Museum of Modern Art, New York, 2013 and
Sonic Youth: Sensational Fix (2008-2010) a travelling exhibition around European museums of artists that have
collaborated with the NYC rock band, Sonic Youth. As a musician Fusinato explores the idea of noise as
music, using the electric guitar and associated electronics to improvise intricate, wide-ranging and physically
affecting frequencies. His on-going series of long-duration noise-guitar performances Spectral Arrows,
described as a monumental aural sculpture, first performed at The Glasgow International Arts Festival
Glasgow in 2012 has since been performed all around the world. He has released LPs on labels such as
Bocian (Poland), Planam (Italy), Spring Press (USA) and No Fun (USA).
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A3.04: Jennie Guy; Hop Step Back Side Front.
Notes: A portrait of a dancer and a group of women. Artist: Jennie Guy is an artist, curator and educator
based in Dublin. Her artistic practice embraces visual, textual, performance, and event-based output. She is
interested in the rituals surrounding artistic production, seeking alternate modes of observation and response.
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A3.05: Christina Kubisch; Seven Magnetic Places.
Notes: This tape piece is made from electromagnetic recordings in seven different cities. They were taken in
city centres, airports, server rooms, shopping malls, offices and public places in Las Vegas, Osaka, Paris,
Lagos, Bangkok, Amsterdam and Kosice. The sounds are superimposed, cut and looped but not treated
electronically. The composition is a portrait of the electrical and digital world around us that is as if hidden
under cloaks of invisibility, but of incredible presence. Seven Magnetic Places (2016/2017) was a commission
from Muziekgebouw, Amsterdam. Photo credit: BACC; Bangkok; 2016. Artist: Christina Kubisch belongs to
the first generation of sound artists. Trained as a composer, she has artistically developed such techniques as
magnetic induction to realize her installations and compositions. Christina Kubisch’s work displays an artistic
development which is often described as “synthesis of arts” – the discovery of acoustic space and the
dimension of time in the visual arts on one hand, and a redefinition of relationships between material and
form in music on the other.
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A3.06: Hans Rosenström; A House Divided.
Notes: Rosenström worked in collaboration with professional hypnotherapist Charles Montagu to explore the
mechanisms of words and persuasive techniques used on patients in hypnosis. Rosenström explains: “The
voice interests me on multiple levels. It is intimate and personal yet it transcends the boundaries of our bodies
and with it we affect our immediate surroundings. I feel that we often forget that when we speak we are not
just making a sound, but are also invading another person’s private sphere.” The words themselves make
explicit the functions of the voice whilst their delivery; overlapping and interweaving and eventually sounding
in unison – mimics the meaning of the words. Thus these vocal principles and techniques are demonstrated
in a physical sense as we listen in the space. The words gravitate from the private recognition of the self to
our awareness of and connection with the public around us. The work contemplates how words can affect us
and are ultimately used to both construct the self and transform the other. Text: Hans Rosenström; Voices:
Helen Millar and Charles Montagu. Artist: Hans Rosenström’s artistic practice combines site-specific, spatial
installations with sound, text, light and constructed elements. Rosenström sees the viewer’s presence as
pivotal for the work. It is their proximity and existence that completes the work and allows for an experience
with a specific moment and space. Often the work forces the participant to question their senses and the
nature of perception itself, forcing a greater awareness and sensitivity to their surroundings. The immaterial
becomes a highly physical and often psychological experience that provokes an emotional response,
addressing and contemplating issues of isolation, group cohesion, privacy and spectatorship.
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A.4 Screenshots of Control Interface

A4.01 – A4.15 include a selection of screenshots showing the website used to activate
and control Continuous Drift.
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A4.01: The home page for www.continuousdrift.com, showing the project icon, introducing the project and
inviting people to enter the website to engage with the project. Image courtesy of Sven Anderson.
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A4.02: The first page encountered after entering the site, requesting that users select their location. If set at
‘Meeting House Square’, the website provides full access to control the installation. If set to ‘Anywhere Else’
(currently cut off in this view by the bottom of the screen), the website provides information but does not
reveal the interface elements used to control the installation. Image courtesy of Sven Anderson.
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A4.03: The main menu for Continuous Drift. The menu provides quick access to all of the main information
and functions for the installation. Image courtesy of Sven Anderson.
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A4.04: Browsing the works available to activate within Meeting House Square by artist name. The order in
which the works are displayed is shuffled once every day. The daily order is kept for 24 hours and is the same
across all devices accessing the installation within that 24-hour window. This shuffling ensures that different
works are activated by newcomers to the project. Image courtesy of Sven Anderson.
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A4.05: Browsing the works available to activate within Meeting House Square by image. The current view
shows (in sequence) images for contributions by Brandon LaBelle, Christina Kubisch and David Blamey.
Image courtesy of Sven Anderson.
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A4.06: Browsing the works available to activate within Meeting House Square by title. The order in which the
works are displayed is the same whether browsing by artist, image or title. Image courtesy of Sven Anderson.
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A4.07: The sub-menu for works contributed within An Introduction to Work and Energy, a new sequence of
works added to Continuous Drift in 2016. Image courtesy of Sven Anderson.
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A4.08: The sub-menu for works contributed within Balance, a new sequence of works added to Continuous
Drift in 2017. Image courtesy of Sven Anderson.
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A4.09: Accessing a single work – in this case Hop Step Back Side Front by Jennie Guy – in order to learn about
it and potentially select it to listen to within Meeting House Square. Pressing the small triangular Play button
will activate the work. The arrows underneath provide a quick way of browsing other works before making a
selection. Image courtesy of Sven Anderson.
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A4.10: Additional information for another work (displayed underneath the triangular play button and arrows
for browsing other works). This image shows the information for Seven Magnetic Places by Christina Kubisch.
Image courtesy of Sven Anderson.
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A4.11: The response after pressing the ‘Play’ button to activate Hop Step Back Side Front by Jennie Guy. Works
are automatically set at 70% volume on initial activation. If another work had been playing, it would fade out
before the new work began. Image courtesy of Sven Anderson.
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A4.12: Accessing the volume control to adjust the volume of the work within Meeting House Square. The
control allows works to be boosted from the original 70% volume up to 100% or cut in 10% increments
down to a ‘mute’ function. Volume changes take place immediately via slow fades. Image courtesy of Sven
Anderson.
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A4.13: The display following setting the volume of the currently active work to 30%. The interface prompts
the user to provide access to the volume control and the stop button, should they want to make any further
adjustments or stop the work. Image courtesy of Sven Anderson.
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A4.14: The display following pressing the ‘Stop’ button. The installation fades to silence within ten seconds.
Image courtesy of Sven Anderson.
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A4.15: The ‘About’ section for the installation, providing simple instructions for accessing the installation.
There are other sections for more detailed information concerning the concept of the work. This section is
focused on the functional information to ensure it is as clear as possible, given the complexity of the work.
Image courtesy of Sven Anderson.
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A.5 Photographs of Continuous Drift in Meeting House Square

A5.01 – A5.16 provide additional photographs of Continuous Drift set in Meeting House
Square in Dublin.
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A5.01: Activating Heitsi-Eibib-Rec, Francisco López’ contribution to Continuous Drift. Photo: Ros Kavanagh.
Image courtesy of Sven Anderson.

371

A5.02: A number of activities taking place in Meeting House Square in the late evening while Continuous Drift
is active. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.03: Looking up into one of the rainscreens designed by Sean Harrington Architects, in which the two
loudspeakers used for Continuous Drift are permanently integrated. Photo: Ros Kavanagh. Image courtesy of
Sven Anderson.
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A5.04: A close-up detail of one a speaker in one of the rainscreens, oriented directly downwards into the
square. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.05: Meeting House Square during the daytime, showing the blue public signage for Continuous Drift
installed on two of the four rainscreens. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.06: A close-up of one of the public signage elements for Continuous Drift, showing the project’s logo
alongside text that provides information including instructions, a list of contributing artists and a short
overview of the concepts behind the work. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.07: One of three passages used to access Meeting House Square. Depending on which contribution has
been activated and what is going on in the surrounding area, Continuous Drift can be heard even from this
vantage point along the main lane in Temple Bar. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.08: Two pedestrians pausing as they pass through Meeting House Square while Continuous Drift is active,
stopping to listen as the sound becomes more prominent within the space. Photo: Ros Kavanagh. Image
courtesy of Sven Anderson.
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A5.09: Several people spending time in Meeting House Square during the day. Beyond its function as a space
of transition, the square offers a relatively secluded place to stop and sit within the city centre. Photo: Ros
Kavanagh. Image courtesy of Sven Anderson.
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A5.10: Passing through Meeting House Square, with light filtering in through the extended rainscreen
canopies and Continuous Drift active within the space. Photo: Ros Kavanagh. Image courtesy of Sven
Anderson.
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A5.11: A larger group of tourists passing through Meeting House Square. As large groups frequently pass
through this space, Continuous Drift can at times develop a significant audience. Photo: Ros Kavanagh. Image
courtesy of Sven Anderson.
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A5.12: Many of the people in Meeting House Square do not engage with Continuous Drift as they are immersed
in their own personal audio space using mobile devices and headphones. Photo: Ros Kavanagh. Image
courtesy of Sven Anderson.
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A5.13: Continuous Drift unfolds for an audience of individuals who co-occupy the square, often triggering
conversations between strangers who sense each other’s’ curiosity when they start to notice it sounding
within the space. Photo: Ros Kavanagh. Image courtesy of Sven Anderson.
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A5.14: Selecting Miki Yui’s Clouds and Tails to play within Continuous Drift. As with several other artists’
contributions, Yui’s work was adapted to make full use of the quadraphonic capabilities of installation’s
system, employing several randomised variables effecting how different passages are layered and spatialised.
Every time the work is triggered, its playback is slightly different. Photo: Ros Kavanagh. Image courtesy of
Sven Anderson.
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A5.15: Looking out into Meeting House Square from within the Gallery of Photography. Continuous Drift can
be heard from within some of the adjacent offices and cultural spaces; however, the installation’s modest
volume cannot be heard from within more substantially sealed spaces such as this. Photo: Ros Kavanagh.
Image courtesy of Sven Anderson.
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A5.16: Meeting House Square is covered with a range of infrastructure, linking AV systems, public lighting,
surveillance, control systems for the rainscreens and telecommunications. Continuous Drift activates an
awareness of these systems, which form an important peripheral context for the work. Photo: Ros Kavanagh.
Image courtesy of Sven Anderson.
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Appendix B: The Manual for Acoustic Planning
and Urban Sound Design
Appendix B contains reference material related to the public art commission The Manual
for Acoustic Planning and Urban Sound Design (MAP). Section B.1 presents several
iterations of the MAP icon, an abstract shape whose vertices are based on the location of
ambient noise monitoring stations in Dublin. Section B.2 includes photographs
documenting the installation of the prototype of the urban sound installation Glass House
in Smithfield Plaza. Section B.3 provides stills taken from video recordings of the
symposium Beyond Noise and Silence: Listening for the City.

B1.01 – B1.08

MAP icon iterations

B2.01 – B2.16

Prototyping Glass House in Smithfield Plaza

B3.01 – B3.13

Beyond Noise and Silence: Listening for the City
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B.1 MAP Icon Iterations
B1.01 – B1.08 presents several additional iterations of the MAP icon, an abstract shape
whose vertices are based on the location of ambient noise monitoring stations in Dublin.
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B1.01: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.02: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.03: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.04: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.05: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.06: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.

394

B1.07: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B1.08: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.

396

B1.09: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.

397

B1.10: An iteration of the icon for The Manual for Acoustic Planning and Urban Sound Design. Image courtesy of
Sven Anderson.
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B.2 Prototyping Glass House in Smithfield Plaza
B2.01 – B2.16 include photographs documenting the installation of the prototype of the
urban sound installation Glass House in Smithfield Plaza.

399

B2.01: Looking east across Smithfield Plaza (with the tower for the old Jameson whiskey distillery in the
background), showing one of the public lighting braziers in which the equipment for the Glass House
prototype was installed. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.02: Members of the Dublin City Council Department of Public Lighting accessing the interior of the
brazier to work on the cabling for the Glass House prototype. Photo: Sven Anderson. Image courtesy of Sven
Anderson.
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B2.03: Accessing the underground power source for the Glass House prototype. The installation required
cabling between underground chambers and adjacent lighting braziers. Photo: Sven Anderson. Image
courtesy of Sven Anderson.
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B2.04: The interior of the public lighting brazier with the front grille removed, showing the main equipment
enclosure for the Glass House prototype mounted in the slim vertical space adjacent to the defunct gas
infrastructure previously used to feed the torches at the top of the structure. Photo: Sven Anderson. Image
courtesy of Sven Anderson.
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B2.05: The main equipment enclosure for Glass House. Two identical enclosures were assembled and installed
in adjacent lighting braziers, each feeding two loudspeakers and connected to outdoor wireless networking
equipment. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.06: The interior of the sealed equipment enclosure for Glass House, with internal enclosures for the single
board computer and audio equipment as well as electrical junctions, alongside power amplifiers and power
supplies. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.07: Looking down into the uplighter tray of one of the braziers in Smithfield Plaza, showing the location
of the upper speaker and wireless equipment for Glass House. Photo: Sven Anderson. Image courtesy of Sven
Anderson.
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B2.08: A close-up of the weatherproof speaker installed in the uplighter tray of one of the braziers for the
Glass House prototype. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.09: A close-up of a wireless network unit used for relaying control signals between lighting braziers for the
Glass House prototype in Smithfield Plaza. The system was designed to be capable of extension across the full
plaza using identical equipment enclosures and wireless units, allowing the system to be quickly developed
and installed in cooperation with the Dublin City Council Public Lighting Department. Photo: Sven
Anderson. Image courtesy of Sven Anderson.
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B2.10: The central wireless antenna for the Glass House system. This unit served as the central connection
between wireless equipment within the cinema and (potentially) wireless units set up on each brazier in
Smithfield Plaza. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.11: The balcony of a residential unit on the western side of Smithfield Plaza, showing the lighting braziers
in close proximity. The Glass House prototype was adjusted so as to be barely audible from these balconies,
with responsive elements allowing the system to adjust its output in response to changes in the surrounding
ambient sound environment. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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B2.12: A ‘To Let’ sign on a large ground-level retail space adjacent to the entry to Light House Cinema.
During the first years of prototyping Glass House (2014 and 2015), these units remained vacant. From 2016
onwards, retail and commercial space in Smithfield Plaza has become fully occupied. Photo: Sven Anderson.
Image courtesy of Sven Anderson.
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B2.13: The Luas tram passing along the southern edge of Smithfield Plaza, showing the ‘Glass House’
building after which the which the sound installation was titled. In the back right of the image it is possible to
see a bus passing along the south side of the river Liffey. Photo: Sven Anderson. Image courtesy of Sven
Anderson.
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B2.14: The pocket park on the northern extreme of Smithfield Plaza, developed through the Smithfield Area
Enhancement Scheme (through which the Glass House prototype was partially funded). Photo: Sven
Anderson. Image courtesy of Sven Anderson.
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B2.15: The recreational area on the southern extreme of Smithfield Plaza, developed through the Smithfield
Area Enhancement Scheme (through which the Glass House prototype was partially funded). Photo: Sven
Anderson. Image courtesy of Sven Anderson.
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B2.16: The Dublin City Council Department of Public Lighting installing the equipment for the upper
portion of Glass House on one of the lighting braziers directly in front of the Light House Cinema, the main
cinema of which is located underneath the yellow sign on the left of the image. Photo: Sven Anderson. Image
courtesy of Sven Anderson.
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B.3 Beyond Noise and Silence: Listening for the City
B3.01 – B3.13 provide stills taken from video recordings of the symposium Beyond Noise
and Silence: Listening for the City.
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B3.01: Artist Christina Kubisch discussing her contribution to curator Carsten Seiffarth’s project Bonn Hoeren
within Medium: Exploring Sound Installation and Urban Space, the first event within the symposium Beyond Noise
and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.02: Artist Christina Kubisch and Sven Anderson discussing the potential of urban sound art in Medium:
Exploring Sound Installation and Urban Space, the first event within the symposium Beyond Noise and Silence:
Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.03: Artist Dennis McNulty discussing his project http://alpha60.info (his contribution to the São Paulo
Bienal in 2004) within Practice: Various Perspectives Working with Sound (Art) and the City, the second event within
the symposium Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven
Anderson.
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B3.04: Artist Dennis McNulty discussing his project http://alpha60.info (his contribution to the São Paulo
Bienal in 2004) within Practice: Various Perspectives Working with Sound (Art) and the City, the second event within
the symposium Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven
Anderson.
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B3.05: Sven Anderson and curator Ailbhe Murphy discussing the Ultra-red project The Debt within Practice:
Various Perspectives Working with Sound (Art) and the City, the second event within the symposium Beyond Noise
and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.06: Curator Maria Andueza Olmedo discussing her project Augmented Spatiality within Practice: Various
Perspectives Working with Sound (Art) and the City, the second event within the symposium Beyond Noise and Silence:
Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.07: Sven Anderson introducing the graphic icon for The Manual for Acoustic Planning and Urban Sound Design
within Practice: Various Perspectives Working with Sound (Art) and the City, the second event within the symposium
Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.08: Sven Anderson introducing The Manual for Acoustic Planning and Urban Sound Design through an adapted
quotation from urbanist Kevin Lynch in Environment: From Sound Art to Urban Sound Design and Acoustic
Planning, the final event within the symposium Beyond Noise and Silence: Listening for the City. Video: Barry Lynch.
Image courtesy of Sven Anderson.
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B3.09: Sven Anderson introducing The Manual for Acoustic Planning and Urban Sound Design through an adapted
quotation from urbanist Kevin Lynch in Environment: From Sound Art to Urban Sound Design and Acoustic
Planning, the final event within the symposium Beyond Noise and Silence: Listening for the City. Video: Barry Lynch.
Image courtesy of Sven Anderson.
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B3.10: Architect Steve Larkin discussing the role of sound in his architectural praxis in Environment: From
Sound Art to Urban Sound Design and Acoustic Planning, the final event within the symposium Beyond Noise and
Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.11: Musicologist and researcher Gascia Ouzounian describing her project Recomposing the City in
Environment: From Sound Art to Urban Sound Design and Acoustic Planning, the final event within the symposium
Beyond Noise and Silence: Listening for the City. Video: Barry Lynch. Image courtesy of Sven Anderson.
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B3.12: Brian McManus (head of the Air Quality Monitoring and Noise Control Unit at Dublin City Council)
considering processes related to the determination of quiet areas in Environment: From Sound Art to Urban Sound
Design and Acoustic Planning, the final event within the symposium Beyond Noise and Silence: Listening for the City.
Video: Barry Lynch. Image courtesy of Sven Anderson.

428

B3.13: Ruairí Ó Cuív (Dublin City Council Public Art Manager) concluding Environment: From Sound Art to
Urban Sound Design and Acoustic Planning, the final event within the symposium Beyond Noise and Silence: Listening
for the City. Seated are panellists Steve Larkin, Gascia Ouzounian, Sven Anderson and Brian McManus. Video:
Barry Lynch. Image courtesy of Sven Anderson.
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Appendix C: The Office for Common Sound
Appendix C contains documentation related to the first two iterations of the public
artwork The Office for Common Sound. Section C.1 contains images related to the first
iteration of the project in Bray, County Wicklow in 2016. Section C.2 contains image
from the second iteration of the project in NCAD (The National College of Art and
Design), Dublin in 2019. Section C.3 contains information and links to two videos. The
first of these (C3.01) describes the sound installation Blessington Sound Line developed
with transition year students at Blessington Community College through curator Jennie
Guy’s curatorial framework Art School. The second video (C3.02) documents the video
installation What Superimposes What? that was installed in The Office for Common
Sound in Bray.

C1.01 – C1.16

The Office for Common Sound (Bray, 2016)

C2.01 – C2.16

The Office for Common Sound (NCAD, 2019)

C3.01 – C3.02

Video (Blessington Sound Line & What Superimposes What?)
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C.1 The Office for Common Sound (Bray)
C1.01 – C1.16 provide images documenting the first iteration of The Office for Common
Sound in Bray, County Wicklow in 2016.
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C1.01: The seafront in Bray with Bray Head to the south. The Office for Common Sound was located a ten-minute
walk inland from this location. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.02: The harbour in Bray, where many of the first field recordings installed in the windows of The Office for
Common Sound were captured. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.03: An outdoor fruit and vegetable market several doors down from The Office for Common Sound on
Quinsborough Road. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.04: One of a series of horn speakers along Main Street in Bray, used to play back music during holidays
and other festivals and controlled from a local electrical equipment shop. These speakers were a frequent
subject of conversation in The Office for Common Sound. Photo: Louis Haugh. Image courtesy of Sven
Anderson.
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C1.05: The Office for Common Sound on Quinsborough Road, set between a candy store and a Burrito restaurant
that had recently gone out of business. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.06: The Office for Common Sound as it was left during the day while off-site activities (such as field recording
sessions) were taking place. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.07: The main door to The Office for Common Sound, showing its opening hours and contact details. The later
opening hours on Thursdays reflected later hours for retail locations. Photo: Louis Haugh. Image courtesy of
Sven Anderson.
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C1.08: Reviewing reference material at the main desk inside The Office for Common Sound. All of the books and
other publications in the office were available for members of the public to browse. Photo: Louis Haugh.
Image courtesy of Sven Anderson.
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C1.09: The simple computer station set up for editing and controlling sound playback within The Office for
Common Sound, showing a Pure Data patch used to loop and mix field recordings playing back from
transducers attached to the office’s windows. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.10: An interior display cabinet with additional publications and reference material within The Office for
Common Sound, showing books that more tangentially relate to the office’s core focus on sound. Photo: Louis
Haugh. Image courtesy of Sven Anderson.
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C1.11: A poster showing construction work related to the development of a new river walkway with the
RAVE tag in the background along the river Dargle, visible from the DART (commuter train) as it entered
Bray. This photograph was often used as point of reference in The Office for Common Sound, as it evidenced the
presence of different communities at work shaping the public realm. Photo: Louis Haugh. Image courtesy of
Sven Anderson.
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C1.12: The video installation What Superimposes What? set up along the back wall of The Office for Common
Sound. The installation was frequently used as a conversation-starter when new people entered the office.
Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.13: A close-up of two of the CRT monitors in the installation What Superimposes What? focused on details
of the waterfront in Bray. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.14: Looking out to the intersection of Main Street and Quinsborough Road from inside The Office for
Common Sound. Its location at this busy junction ensured that the office was visible and accessible to a wide
public over its two-month duration. Photo: Louis Haugh. Image courtesy of Sven Anderson.

445

C1.15: Capturing field recordings in the parking lot behind The Office for Common Sound. This was a contested
site as it was subsequently transformed into a mixed-use development that drastically changed the dynamics
of the surrounding area. Photo: Louis Haugh. Image courtesy of Sven Anderson.
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C1.16: Capturing field recordings in Bray Harbour for use in The Office for Common Sound. Recordings captured
in the harbour reflected the tensions between natural and ‘man-made’ sounds, which developed as an
important theme with many of the projects’ participants. Photo: Louis Haugh. Image courtesy of Sven
Anderson.
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C.2 The Office for Common Sound (NCAD)
C2.01 – C2.16 provide images from the second iteration of The Office for Common Sound
at NCAD (the National College of Art and Design) in Dublin in 2019.
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C2.01: Gathering equipment and supplies from the National College of Art and Design to set up The Office for
Common Sound on the first day of the project. Photo: Mateja Šmic. Image courtesy of Sven Anderson.

449

C2.02: The first desk set up in The Office for Common Sound in the National College of Art and Design on
Thomas Street in Dublin. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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C2.03: Publications and other reference material set up on a desk near the windows to encourage passers-by
on Thomas Street to visit The Office for Common Sound. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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C2.04: A video showing the simple room dividers set up in The Office for Common Sound, installed on a screen
leaning against the structure itself. The video was used as a reference to the office’s tendency to incorporate
various aspects of its own production into its various outputs. The room dividers are simple wooden frames
stored by the National College of Art and Design and used as infrastructure for end of year exhibitions and
degree shows. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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C2.05: A set of portable FM radios installed in the window of The Office for Common Sound. The radios were
used as a prompt for developing temporary sounding structures throughout the room. Photo: Mateja Šmic.
Image courtesy of Sven Anderson.
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C2.06: Office for Common Sound contributor Padraig O’Griofa and Sven Anderson testing sound levels before
the public event The City of Participation. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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C2.07: Officer Mateja Šmic distributing handouts during the event The City of Participation. Photo: Dominika
Goralska. Image courtesy of Sven Anderson.
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C2.08: Conversation at a breakout session during the event The City of Participation. Photo: Dominika
Goralska. Image courtesy of Sven Anderson.
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C2.09: Participants taking notes during a breakout session within the event The City of Participation. Photo:
Mateja Šmic. Image courtesy of Sven Anderson.
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C2.10: Officer Christopher Steenson’s performance during The City of Participation. The two transducers were
fed the left and right signals of field recordings taken in adjacent streets. As the board was tilted, the
transducers began to vibrate, and the pens attached to their corners transcribed the sounds on the paper,
developing an abstract representation of the sounds captured outside The Office for Common Sound. Photo:
Mateja Šmic. Image courtesy of Sven Anderson.
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C2.11: Office for Common Sound participant Oliver Ryan performing using a sculpture incorporating a custombuilt reverb plate and feedback mechanism, during the final performance for the event The City of Participation.
Photo: Dominika Goralska. Image courtesy of Sven Anderson.
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C2.12: The logo for The Office for Common Sound on the top corner of one of the handouts used in the breakout sessions in the event The City of Participation. Photo: Mateja Šmic. Image courtesy of Sven Anderson.
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C2.13: Invitations to the event The City of Participation posted in a message board within the National College
of Art and Design. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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C2.14: The Office for Common Sound logo on a door leading into the office from the internal courtyard in the
college. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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C2.15: The main entrance to The Office for Common Sound in the NCAD gallery. Members of the public who
could see the office from Thomas Street had to enter the college and navigate to this entrance in order to
participate in the project. Photo: Sven Anderson. Image courtesy of Sven Anderson.
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C2.16: Looking into The Office for Common Sound in the NCAD Gallery from Thomas Street. Photo: Sven
Anderson. Image courtesy of Sven Anderson.
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C.3 Supporting Video Documentation
C3.01 – C3.02 contain information and links to two videos. The first of these (C3.01)
describes the sound installation Blessington Sound Line developed with transition year
students at Blessington Community College through curator Jennie Guy’s curatorial
framework Art School. The second video (C3.02) documents the video installation What
Superimposes What? that was installed in The Office for Common Sound in Bray.
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C3.01: Blessington Sound Line was a semi-permanent sound installation by Sven Anderson created with students
from Blessington Community College in County Wicklow in 2014. Anderson worked with curator Jennie
Guy and a group of 22 transition-year students on a six-week residency in the school (organised through
Guy’s curatorial framework Art School), meeting once a week. Anderson and the students developed the
concept for this sound installation and worked with the school’s staff to install it in one day with a small
materials budget. The sound installation is formed by four boards spanning over 40 ft, mounted overhead in
an outdoor passageway. The boards are fitted with sound transducers, transforming the boards into
resonating speakers. The students choose combinations of sounds from an online database of field recordings
that drift between boards throughout the day (played back from a computer / hardware setup installed in one
of the classrooms), providing a backdrop to the everyday sounds taking place outside their school.
Video Link: https://media.heanet.ie/page/1d43ee14072d4088b0b4d625ff5a149c (click to access video).
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C3.02: What Superimposes What? is an installation comprising a linearly splayed video matrix synced to a
segment of conversation between John Cage and Morton Feldman. A discussion of the beach and the sound
of transistor radios cues a link to the seafront of Bray, bridging 1967 (the conversation between the two
composers) and the present. The work was developed and installed in The Office for Common Sound in 2016.
Video Link: https://media.heanet.ie/page/6199dfffc1f14c3fbd53c44024236a94 (click to access video).
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